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Steven Heller's critical article “The Cult of the Ugly,” published in the British design magazine Eye (no. 9, Volume 3, 1993), has 
received (and is still receiving) more response than any other article published in Eye. Since some of the criticism in the article 
was directed at our own work and the work that we published in Emigre that we feel is quite significant, | tried to write an 
enlightening response to Eye. But after several tries, | gave up. Time and time again, | found myself defending our designs 
against what | felt was the result of a misunderstanding of our work. This misunderstanding, in turn, is often the result of a 
complete ignorance of the context in which the work is created. 

Don't get me wrong, though, | love the criticism, the trashings, the misunderstandings, the arguments and, ultimately, the 
attention that our work and the work we publish receive from Steven Heller, Paul Rand, Massimo Vignelli, and Henry Wolf... 

1 like to think it makes us smarter and better and it gives us great exposure. 

It's curious, however, how much of today’s design criticism focuses on the work of these so-called "Young Turks,” who some think 
are purposely steering graphic design off the deep end. If the old curmudgeons are really concerned about the future of 
graphic design, instead of resenting sharing the spotlight with a few new faces, they 
could find plenty of other graphic design work created today that deserves harsh 
POST WAR. criticism. So instead of trying to explain the virtues of our work, which is no easy feat, 
POST MORTEM F 


I'd like to turn the tables. 


For instance, instead of picking apart P. Scott Makela’s “Living Surfaces” poster to 
comment on the state of graphic design in America (see the AJGA Journal, Yolume 11, 
Number 4, 1993), Henry Wolf would have done better by commenting on the very pages 
id and 


of the journal in which his article was printed. Makela’s poster, a wonderfully 


appropriate design for a conference on multi media, was a one-shot deal, 


here today, gone tomorrow, and was sent to a limited number of people. The 
AIGA Journal on the other hand, like Print magazine - another good 


candidate for some serious design criticism - have been published for years 


and will most likely remain with us into the future. They are as much a part 


of the future of graphic design as P. Scott Makela’s poster. Yet these two 


\ ss magazines, published for the betterment of graphic design and which 
Z fh feature some of the above-mentioned designers/critics either on their 


advisory boards or as contributors, look amateurish, tasteless and bland. 


Print. Inside page. Sept./Oct. 1991. 


Look at the A/GA Journal’s logo. After two years of art school, ] was already 
skilled enough to see that that combination of letters in that typeface in all italic caps would be impossible to kern 
ing for). What 


perfectly (“perfect” in the traditional typographic sense, which | assume is what the designer was stri 


you do in such a situation is pick another typeface. 


On the other hand, the AIGA logo (as shown on the right) looks pretty good compared to the extremely poor 
execution of the overall cover design. I’d much rather spend extra time deciphering dense layers of type and image 
than be smacked over the head with such a cliché. And the logo and cover designs are only a foretaste of what one 
can expect in the inside. The layout of the AJGA Journal is the kind of graphic design that has given Modernism (or is 
it Classicism?) a bad name, something that definitely belongs in Mr. Wolf’s “thumbs down box.” 


In regard to Print magazine, it amazes me that with all the effort that Print has spent on designing a custom font, 


Who Devalued 


they would have so little design sense when it comes to the magazine's overall layout. Having Sumner Stone design a Graphic Design? 


font for Print is like “sticking a beautiful flag on top of a dungheap,” as the saying goes in Holland. 


| understand that legibility and perhaps even a certain level of typographic neutrality are what both publications 
strive for in their layouts, but that does not mean that the results should be bland. Yet they are. The designs of both 
Print and the AIGA Journal, the two leading and most influential design publications in America, are unimaginative, ,. joyeysi, cover. Volume 11, Number 4, 1993. 
uninspired, inelegant and unrefined. What does that say about the state of graphic design in America? 


For this issue of Emigre, Michael Dooley traveled to New York to meet and interview Heller, one of 


America’s most prolific graphic design critics, to talk about the Eye article and other topics | 5 


concerning graphic design. In addition, Dooley spoke to An interview with... Z 

Edward Fella, Jeffery Keedy and David Shields, threo S | 
designers whose work was among the pieces selected by Eye as examples t eve ae 
of “Ugly.” 


This issue also features a number of personal letters that were not written for publication, but which 


were so insightful that | spent weeks twisting arms to convince the letter writers to let 
me publish them. Poignant and frank, these letters are proof that 
there is a design community out there that is 
really paying very close attention to every 
single thing happening in graphic design. 

1 hope that with this issue, we'll keep these 


The following interviews were conducted and edited by Michael Dooley. who works full time as the senior art director in the LA. Times's Creativ 
Services department and manages to cobble together two Print magazine articles a year. His 1992 Frint feature story on Emigre, “Kicking Up a 
Dust.” will be reprinted this spring in Looking Closer: Writings on Graphic Design. The book 1s edited by Steven Heller, along with Michael Bierut, 
DAK. Holland and Bill Drenttel. 


ot. I just felt much more effort was required on my part 
‘0 get into what they were presenting and then stay with it 
han I wanted to invest. If there was a signpost. I missed 
Michael Dooley: Since you work full-time as senior art director of the New York Times Book Review)t, 


how do you also manage to find time to teach. do symposiums. edit the AIGA Journal, be active in that 
and other organizations, plus write all your books and articles? 


Mike D.: There were others. such as the snippet “... only prob: 
abilities of states and events could ever be known with cer 
tainty, and the very act of measuring and perceiving these 
probabilities entailed altering them.” And there are funny lit 
tle bits. too, like “defective machine instructions” and “Order 
Out af.” which for me was a disorderly way of saying “out of 
order” or “Order Out of ... chaos.” My favorite bit was “Build: 
ing a Lost-Cause Portfolio.” 

I saw value in the students accepting accident in 3 way 
graphic designers haven't been trained 10 do, and to pick 
and choose from these random occurrences. Would you grant 
that these students may have been attempting to further the 
evolution of graphic design rather than furthering the cause 
of ambiguity and ugliness? 


Steven Heller: I'm a workaholic. so I make the time. 
I get to the office at 6 o'clock in the morning. I write for three or four hours. and then i 


the course of the day I'll turn on the computer and look at what I've done. 
I also rely on good editors to make me look good: to clean up my messes. as it were. I 
couldn't do half of what 1 accomplish without terrific collaborators. Seymour Chwast is my, 
primary co-author; Louise Fili and I have been working on books together recently. And on 
other book projects I often bring in researchers who frequently become so integral to th 
teve H.: 


whole project that I invite them to become my co-authors. Tl concede that, but then what is the ultimate 


Mike D. Did you know your “Cult of the Ugly” ar}, 
ticle for Eye magazine (No. 9, Volume 3. 1993)f 


was going to be so controversial? output was students playing around with style. 


jutcome? What is the ultimate output? I felt the ultimate 


Steve H.: Let’s put it this way: I didn't really re 


jalize to what extent there would be acrimony. It’ 
become a coastal thing. and I had no real sens: 


lof that. 


sponse than Rick Poynor has received for any oth 
You see. I try to encourage letters for the AIG, 
Journal. and it’s rare that I get them. Marty Fo 
says that if Print gets two or three letters abou 
an article. that’s a lot. It’s kind of discouraging t 
think how few people respond. 


who said they appreciated the article. that the ar 


Nays and does. What I was trying to say is that those limita- 


f, 


ticle had echoed their feelings. I'm happy i 
probability patterns somebody approves. but I'm just as happy ii 
somebody can find the holes in my argument. 
When somebody writes a letter, I respond. Whe 
I read the letter Joani Spadaro - who initiate 
Output - 
to the typewriter and start pecking out some sort 


of pedantic response. But then I realized I reall 


Oveput. Edition 2.,Covor panel. Designed and produced 
of tronb 


‘adem . a ‘ard Bates, : ‘ 
HERA Oe Richord Bates, prefer to talk. This isn't a war, for godsakes, It 


...what ]’m interested 
VS rious grgp th ange 
the experiment ny yiymately W 


jd Shields, 


an excise of ideas and there should be an at 


a) is what 
atl 


eae : ee 
tion, art, ora 


tempt for me to change somebody's mind if I feel strongly, or for them to change mine. So 


called her and we talked about it and it turned out Joani and I could find a commer 
ground, and I asked her to write a story about Outpur for the AIGA Journal. 


Eye received eight letters, quite a few of them es 
say length. and various phone calls, more re 


er single article. This was pleasantly surprising. 


I've heard from people who didn't write letters 


e are sa 


ut allow me to backtrack for a second. Output isn't what 
rompted me to write the article. Qufpur became a lynch- 
in for a discussion of stylistic abuse. I accept that it's 
jone by students, and that it’s from an academy where this 
‘ind of experimentation is done. And I accept that a stu- 
dent publication has to be given license. But ultimately, I 
hought that Ourput was an output of conceit. an out- 
pouring of it. In terms of the kinds of work that have 
‘ome out of these hothouse environments, Ourput was a 
ediocre attempt, 
none sense I feel the word “experiment” is too broad 
jesign experimentation is taking license with what we've 
ome to expect as conventional experimentation, where 
there are certain controls in place. If it fails. you learn 


rom that failure. There are limits to what graphic design 


ions need to be respected. It's hard to push the limita 
ions of graphic design into areas that are going to be. in 


ly Opinion. either misconstrued or irrelevant, 
Mike D.: Who determines these limitations? 


re. 


sentitor Bye:my, first response was te oe H.: The marketplace determines what the limitations 


think we could argue the merits or demerits of Ourput 
or a while and actually you might convince me I was 


wrong. Which would be fine. But what forced me to ad 


19 through these 
Ss, and expe ments. 
eing given 


ress it as a topic for criticism was not my knee-jerk re- 
ponse when I received it in the mail. but the fact that it 


ie released to the world, It was no longer cloistered be: 


The reason I wrote the article was to expand critical discourse. to see how far I could gofind the academic walls. It was released as a document of 


with itand how far people in the field would accept it. Coming from a political background hat design is about today. what design education is about 


what I'm interested in is what we are saying through these various graphic machinations. 
stylizations, and experiments, 1s the experiment ultimately worth the effort? Am I being giv 


en information, art. or artifice? Graphic designers are not going to find a cure for cancer} 


but are we going to find ways of communicating so the audience that needs to understand 


the messages we present will understand them? And that's my biggest gripe with the designSteve H. 


vocabulary I critiqued in the “Ugly” article. In the final analysis, we're ultimately dealin 


with artsy-fartsy stuff here 
Mike D.: As an example of what's being said, you wrote about Output NO? that 
planatory précis 
to assume that it 15 intended as a design manifesto 
page and jumps to the other side is clearly labeled at its end as a -manifesto 
‘The statement reads: “Process of taking information from all the possible stimul 
various technologies af different speeds and types of presentation causing 
ordering of that information into 2 personal meaning and exploring the pro 
ordering or meaning. Diagraming. Taking information (trash) and by reord 
comes something new. Diagraming The process in which that new meaning w: 
Set out in the beginning. 


“the lack of any ex 


diagram experiment.” 
us. Info coming from 
the random or conscious 
cess or structure of that 
jering (measuring) it be 
as achieved.” All that was 


Steve H.: I was so blinded by visual noise that I didn't see it. 


What they were saying was so 
inaccessible to me that it didn't marter whether an explanation or disclaimer was there ot 


foday. And in that context it’s perfectly valid to criticize it. 
ot as a student publication, but as a manifestation of 


what's occurring in graphic design. 
Mike D.: It was put into thar segment of the world who'd rec 
ognize Cranbrook as its source. 


: It went out to the AIGA and ACD members. but 
he AIGA is made up of 8000 members. and quite frankly. 


ost of those members are nor involved in the Cranbrook 


iarended sone decniused as tos purpose or meaning, though is form leads anef*Perience. And many of them. if you stop and talk with 
"Bt the extn Output that begins on the fia 


them - and I do because I go around the country - have no 


sense of what this is all about. I’m not saying one has to 


oat to the mass, because we get enough mediocrity in 
ur lives. but just because it’s an experiment shouldn't 


Mean it must get kid glove treatment either. 

Mike D.: As far as whether Output was political or just artsy 
fartsy. I got the sense it was a critique of the media. of the 
glut of information. They incorporated a Payless store logo 
and fragments of instruction manuals and various other ele 
ments the way Robert Rauschenberg would layer newspapers 
and objects from the street in his assemblages. 


eve H.: Rauschenberg's work was “ugly” 40 years ago. but 
was also radical and trail blazing. I'm aware of that. AS 


Pointed out in my article. there are many valid circum- 


stances when “ugly” is a viable code. 

It’s funny. I remember having a conversation similar t 
this with Ruth Ansel, who actually got me my job at the 
“Times” 20 years ago. She was the art director of Harper's 
Bazaar with Bea Feitler. and later the Times eccrine) 
She was also a very good friend of Andy Warhol and a 


number of the artists of that movement, including Raus{0F Abstract Expressionism he did more harm than good. He made a radical form into some 
| 


chenberg. And we used to get into these outrageous fightsfhing that could be easily digested by Corporate America, and ultimately it became a kind of 


We used to argue about Roy Lichtenstein. because I rePfficial art for Corporate America. As a style. as a process. it didn’t have to say much of any: 


sented his objectification of the comics. I felt he was justthing. a5 opposed to more political manifestations that were unpopular during the same pe- 


co-opting comics. Lichtenstein was making comics intoflod because of the Red Scare 


Mike D. I looked at your article as another manifestation of certain people in the “out” group, if you 
“high art” and at the same time rejecting comics as real will ~ such as Paul Rand and Massimo Vignelli ~ who are erecting barricades because what they're see 
ing now is not what graphic design has always been. But I'm amused when I read essays from Rand's 

art. a manifestation of mass culture. Ruth and I used to book. The Designer's Art - some of which date back to the “40s - with comments about “The impossibil 
Ne ity of typographic objectivity” and how “The function of readability is often taken too literally and 

Seream| fo" each other. Her take was. “We're not talking overemphasized at the cost of individuality: and “Ii necessary. if the end system tant working. Just 
shoumcontenteretretaltineranouliprocessttttelprocesca abandon it completely. throw it out.” Talk about old guys stealing your best \deas! Don't you think it's 


important for critics to get beyond the barricades, fo ac 
the most important issue here.” We'd get into these disi Knowledge that some of the people they're attacking 
might actually be standing on the shoulders of giants? 
cussions about the validity of printed work. I used to, 
Steve H.: Yes. but it's also important to be behind the 
argue somewhat naively. I'd seen his work in books, and 
barricades 
the books, of course. take away the monumental nature 
Output reinforced what I was feeling in terms of the 
And she would counter, "Have you ever seen a Lichtenstein : 
}rrelevancy of the “theoretical,” an overemphasis on. 
painting?” Well. I hadn't. but for me it didn’t matter. But 
‘and misappropriation of, literary theory to explain de 
since then I've read a lot. seen a lot of the work. and I've 
ign. That situates me in the pragmatic school of de 
interviewed Lichtenstein, but I still have the same feeling. 
Mike D.: Again. I see political statements in Lichtenstein'ssign. where theory is less important than instinct 
work. most obviously in his war comics. which critique thel 
mass media's ability to distort reality and flatten experience. 
When I went to his Guggenheim retrospective, 1 was par 
ticularly impressed with his paintings of printed 
productions of mirrors. When you stand in front of a mirror 
you expect to see your reflection: here you look. and all you 
see is the artifice, the benday dots. It's as though your ex 
istence is being denied. It was chilling. 
You've never gotten a similar feeling from looking at his can 


nd I think my perspective on Output represents how 


ne graphic designers who are working in the mar 
etplace feel about the perpetuation of this kind of 
(re I think I represent a certain viewpoint that's 
sepia And that’s not to say I'm right. It's not even 
‘0 say I'm enlightened. It's just to say that too few peo 


Steve H.: No. but I think we all have agendas. particularlypie are willing to say anything about it in public 


t feartieny indiotiblanecant Mike D.: Ler’s move from students to teacher, You wrote 
Mae tes Ubposecaie/eexoik W yr about how Lorraine Wild mentioned that Ed Fella’s work: 
vas. When you stand in front of a painting, it’s blank in ranges from low parody to high seriousness. and you 

| countered with “The line that separates parody from se 
the sense that you bring your experience to it. I think I iousness is thin, and the result 1s ugliness.” I'm not 


ite sure what you meant by that 
need a mediator to appreciate Lichtenstein - somebody S 4 


like Leslie Fiedler - because he hasn't left me any entr pt ever Dpcant thatsicfelt as) thouen hellawmasimak 


pointe Paces myinana held ing a commentary on Modernism. on canonical design. 
Mike D.: The Lichtenstein show is also a good example ofbut ultimately he went too far in the other direction. 1 
how people who begin as revolutionaries - designers in 

cluded - can easily fall into facile recycling. opting for thewouldn't call it reactionary. but it is a reaction to con- 
comfort of the formulaic and routine, For instance, I'm much) 

more excited about the vitality of Paul Rand’s work from the! 
Jate "30s and early “40s. 


ventional design practice. So what might be read as 
parody can also be read as extremism. 
Steve Ha I used to think it was axiomatic that anybody's¢an I jump back? I'm going to tell you this just so you 


early work was terrific 
Philip Guston as a painter because towards the end of D¥ation toithat questions Whether it holds water is an 
career he just switched. He became a cartoonist. The paint: 


be ona huge scale. 


The 8 


2 : lew Committee Selects. Flyer. Published by Detroit 
but that's silly. I've always lovedyave a perspective of where I'm coming from in refocus Gallery. Designed by Fdward Fella: 1988.” 


ings that Guston did were cartoons, they just happened to eurp ae ofthe $prele what a the feeling i in 


I've been doing a history - which I hope will eventually od AY 
published - of avant-gardes, about how graphic designer: the 


progressive art movements, what they've used of them and, 


relevancy 
ecoret ical, ee ove ep on, and 


have attached themselves to. and have been nourished by explain ria Hop of. itetary theary {e) 
mm 


what they've given back to them. Output. and a lot of Cran esign. be 
brook work I've seen. reflects that sensibility. Yet “Bra mat 1c SC Hy 
treading on trodden ground. It’s reinventing the wheel ry 

Frederick Goudy said “Some of those old guys stole our 
best ideas.” And Milton Glaser has said “Every generatio! 
has to make its own discoveries. even if they're old dis 
coveries.” Which is fine. 

My own history has been rediscovering precedents an 
then incorporating them into myself. But when I did wor! 
that I considered to be my “student” work. I was happy t 
have somebody criticize it on a level that said “Well. it’ 
student work” or “He's a young kid and he'll develop.” Bu 
I also wanted a reality check, I wanted to know how i 


functioned in the marketplace. 
Mike D.: To the extent the students wanted to operate beyond 


the Cranbrook vacuum, to take their experiment - valid or in: Raa Protest POSTERS 
valid - and send it into the design universe, 1s {t possible Reagan/BUSH ERA pe 


they share your agenda for expanding the discourse? 


Steve H.: Yes, and then it’s subject to criticism. It’s subject 


to attack or praise. | 
Mike D. I'm not advocating the elimination of criticism 


Steve H: No, I understand: you're advocating criticism 
tren ond complied by 


from a position of knowledge. Karrie Jacobs & Steven Heller. 
esigned by 
I think there’s a danger of being in the in-group. Which is Clarkson Creative. 


not to say being “in” and having knowledge is going to st 


| 
fle significant criticism, but there is a problem in being 
too intimate with your subjects. | 
Take the art critic Clement Greenberg. As the spokesman 


tyates . a t 
aa n, whe 


Is ess impor rtant t an instinct. 


style, which is totally irrelevant. 
The real priority is not how something is presented, it's 
hat’s being said. and what impact that statement is going 


o have on you and me. I co-edited a book with Karrie Ja 
other issue. 


. called Angry Graphics. and there's a lot of ugly de 
I started out in the underground press, and it was a remarkable experience, For me it wastbs ee a y : ZI eve He 
ign in there. But when it gets a message across. esthetics 
graduate school. It was primary school. At my first full-time job. the New York Free Press. I RENE Ti iscicusmacnee 
learned paste-up and mechanicals and all that. It was a slightly more conservative-looking?"© Un!mPo ; < : ae ae 
le talk about style or fashion. but ultimate 
journal than the anarchic East Village Other, Rat. Barb. Bird, or any of the other leading pal”? a? PEOP ae ae 
that determines how I view graphic design. 
pers, When I learned how to manipulate design tools. the first thing I did was clean it up. DY tha grap e 
ae fastens heen When I write about political phenomena from the point of 
removed the anarchy - but, I hope. not the energy. 
- like the article I did for Print 
Originally 1 worked with - and learned from - a designer who took galleys of type and cuf’!*™ of graphic design - li : on 
- it's never enough just to talk 
them and fanned them out, He was coming out of the Beat esthetic of concrete poetry andNeoNazi iconography ~ it's eh j tal 


| : t h 
the kind of ad hoc books they'd do down on the Lower East Side of New York when it was aebout the graphic design. I ae have/te ee as ie 

5 te hi 
hotbed of Beatdom. And I just couldn't stand it because my feeling was. even then. as naiverues behind those graphic characteristics. What do they 


as I was, that I wanted to reach people who were not already converted. or hip-literate, FEPresent oF symibolize2;/And) why: are ‘they formed inithat 
wanted to make something that would have some relevance outside the community of whichP'ticular way? Once you discuss design in terms of mes 
I was a part. I wanted to have relevance to people who couldn't read our signs and symbolsSaee You must admit that we have an awful lot of power 
So that’s what I did. And I went on to do that at other underground papers which I dewhen Dis annulate ines ant Way. Tenet 


| weren't engaged in viable visual communication. they were 
piney | just a blip or tangent in design history. But back in a 1987 
TD. piece. you wrote “Emigre 1s setting 9 viable standard for 
| the new tabloid. Perhaps Emigre will leave lasting contribu 
ing at it myopically. I simply dismissed i as uncommunicative and 1 wes wrong. A number of SeRe a ERGRU TGs designahtstors Bute fo; ou culturelests 
whate.” 
years later, I reacquainted myself with Victor Moscoso, and finally understood what he was ae 


Steve H.: I speak well out of both sides of my mouth, eh? 


T hate to admit it, but I hated psychedelic art in those days for that very reason. I was look; 


trying to accomplish, what he did accomplish, and how truly remarkable his particular ap 


proach was. Maybe over time I'll feel that way about Ed Fella’s work. particularly because Well. I'm not going to answer this question directly. 50 


think he comes from a similar background. pen t hesitate to ask it again. 


t h le wh e already converted, or 
ri agente | want EY 6 ina e someth fn "het Would have som 


relevance outside the communi was a part. ] want 
to have relevance to people w ocou t read our signs an 
symbols. 


What he’s doing has relevance, but it has relevance to a small segment. And that’s fine. I see 
Ed Fella as sparking. and perhaps stimulating. students to do what he's doing. and it's notWhen I wrote that piece about Emigre - and 1 was writing 


necessarily their vocabulary. Therefore. it becomes style. it becomes a trivialization of whatt !" the context of culture tabloids - I stated that Rudy 


he's doing. And ultimately. when other. less committed, people adopt it, “ugly” becomes aock a bold step. He went out in the world and, at his own 
trendy conceit expense. he carved a niche for himself. His magazine re 
Mike 0. You said in the article that, as a model for commercial practice, Fellas work ts “a dead end." 


jected vi rt that I 
How \s it a dead end if he’s influenced Barry Deck, David Carson. and Rick Valicenti? lectedi-aycertaln iyfewpotnt/and:.a: certain: passfon that 


idn’t find in othe zines. I didn’t n 
Steve H.: Valicenti is an interesting case. because I think he's mainstreamed, and ultimately? dcitaind Rae rest nipzkaziess lod Ss 


trivialized, the form. It’s become an “instant artifact,” It’s fun to look at. but that's surfacef sey 2a7ee with what I was reading. but I respected 


David Carson, on the other hand. has imposed a vocabulary on a group of people who accepit™ 2nd admired his passions. 


it, just as the psychedelic artists imposed their vocabulary on their constituents. In this sense I stll hold Emigre in high esteem. It doesn't 


Mike D.: Why did you choose Paul Rand as the designer to hold up against the “new young Turks?” necessarily mean I'm enamored by the forms, or even the 
Steve H.: I chose Paul Rand because he represents the canonical approach. And he was onqdeas all the time. I've read all the issues of Emigre, and 
of the creators of the canon that graphic designers have lived with, and lived by - and novthere’s an element of sophistry in the long-winded inter: 
rebel against - for almost 50 years, He's also probably the most articulate spokesman of thatviews that drives me up a wall - much like this interview 


approach. Although I didn’t start my career doing what he does. and 1 probably could nevermight drive some readers to despair. Rudy should cut back 
do what he does, I still have a tremendous respect for his work and how he articulates hissome of those interviews. But I still admire him and his ef 


design “ruts. fort. and many of the issues he’s produced 
ike D. When you say he's an articulate spokesman. 1 assume you're not referring to the cranky and Mike D: I guess I will have to ask you again. When you said 
closed:minded character profiled in the recent 10. article Rudy's work isn't viable 


Steve H Paul and I talk a lot on the phone. and he says things that drive me up a wall, butSteve H.: Well. I didn’t say Rudy's work isn’t viable 


when you scrape off the crust. there is real meat, He’s a true Modern, an iconocl. ; Breer ae ae areueee apelin the ghureseystipsouliU be 

noclast who hag argued that the language invented by Rand's ‘Bauhaus Boys 
challenged contemporary esthetics in much the some way 25 
Vanderlans 1s doing in Emigre today. Indeed VanderLons 
When he writes. he makes 57 drafts. When he speaks. he speaks like a streer kid, That's and those designers whom Emigre celebrates for their in 
ventions - including Cranbrook alumni Edward Fella. Jeffery 
Keedy. and Allen Hori ~ are promoting new ways of making 


real wisdom and passion 


what he was. That's how he grew up. And yes. he has many prejudices, born of his up. 


bringing. Bur these prejudices have formed his being, they formed his ersonalit; and seeing typography. The difference is that Rand's method 
= 8 i y. So when J was based strictly on ideas of balance and harmony which 
say he’s articulate, when we're talking about art and design. he's a fount of inspiration. And hold up under close scrutiny even today. The new young 


Turks. by contrast, reject such verities in favor of imposed 
discordance and disharmony. which might be rationalized as 
Personal expression, but not as viable visual communication. 


I wish more people could hear him in that context. and not write him off as a reactionary. 
Mike D.: You wrote that the difference between Paul Rand and the Turks is that his method was based 


an ideas that have held up under close scrutiny ever the years. Isn't i disingenvous,fatuous even. (| and 50 in the end will be a blip (or tangent) in the continu 
assume that the work of these designers you consider ugly now will not hold up. will still be con um of graphic design history.” 
sidered ugly. fifty years down the road? x eee 


Steve Hi I'll recant in terms of i n terms of 
Steve H.: It's possible, When you're making an argument of this kind, there are certain 2 SURED a necon ANE 


Emigre as an entit: f 
things you say for effect. ig 'y. I feel it is tangential in one sense but 


it's also a significant piece of § 
At the time I wrote that piece I was certainly hoping their work would meet with critical dis} 5 f OEE 


But Emigre contributes to this cult nd yet 
favor because the overall approach, the overall message that I'm getting from what's pro, u Z SS Stee none 


Rudy created t 
duced at Cranbrook, for example. 15 too introspective. too indulgent. And I feel that, wheth! py aE IaN cont see ivar ie (at sna 


er we're talking about the originators or the copycats, ultimately we're just talking abou © e see” CA and will appear in Print after i's 

Proven it has legs. if at all. And so Emigre is extremely val 
lable. But I question the viability of a number of de 
Sleners he's presented. I question whether they're integral 
{© pushing the design language or simply blips on the 


pereen. Emigre has established these designers and given 


them a niche. a pedestal, and influence. It would be im 
possible - indeed. irresponsible - for any historian to ig 
nore them all. It doesn’t necessarily mean they have to be 
discussed in celebratory terms. though. Neither newness 
nor experimentation is. a priori, a virtue 
The bottom line is that Rudy's publication is a forum for 
his ideas. or ideas that are kindred. But I don’t think over, 
the course of the years he’s brought in. on the extreme 
side, Paul Rand or Massimo Vignelli 
Mike D; Rudy's never denied that he’s being exclusive. He's 
been quoted as saying he wanted to stake out his own ter 
ritory. since other magozines were handling established de 
signers quite nicely 
Steve H.: That's fine. Rudy's narrow focus is what makes 
the magazine. He has a point of view. a constituency. and 
designers he favors. My ministry is to be more inclusive, 
that’s all. 
Not that I haven't considered exclusivity. When I started af 
the AIGA Journal I thought I wouldn't include any of these 
academics who deal with theory. post-structuralism, and 
semiotics, I'm just sick of that, I can’t get through it, it’s 
impossible to read. That theoretical construct isn’t meant 
for graphic design as most of us practice it. And then I re 
alized. three issues down the road, “I've got to.” 
As an editor. I've got to make it accessible. I’m going to 
say to an academic. “If you want to do this footnoted. at 
least take out some of the ninetytwo cent words. You can 


still present your thoughts without going into jargon.” Ul, 


timately that’s what the issue became for me. jargon ver} 
sus accessibility. And jargon is often a veil for undigested 


thoughts. | 
Mike .: You ended your defense of Rand in the AIGA Journal 
by writing “The contentious portion of “Design. Form. and| 


Chaos” serves as a coda to an era by one who's lived through] 

the profession's evolutions and revolutions.” That sounded to 

me as if you believed the evolutions and revolutions are 
Steve H.: Good point. I wish you had edited my piece. What, 
I meant was that he’s lived through revolutions. 1 don’t 
mean that change has ended in his lifetime. But he's lived 


through important stages of design history. tHe 


Incidentally. I concede that what's being done in Emigre 


has a great deal of validity in what's going to be the next + + 
era of graphic design, about which I think Modernists. 

eclecticists - and perhaps even some of the Emigre-ists 

have no real conception. something that’s not so muck 

about the form of graphic design as we know it but how it 


will “interface” with other media that are emerging. such 


as CD-ROM and interactive television: 
I also believe our current disquiet is really the predictable o> 
fin de siecle confusion | 

Mike D.: My confusion comes from the fact that most of the! ~~! 


examples shown in the article had their own validity. The| 
cover of Hard Werken, a culture magazine for young people| 
that had interviews with avant-garde bands. was as appropri| 
ate to its audience as Rand's 1946 Jazzways cover was in its 
time. And Menno Landstra’s Best Book Designs jacket wasn’t 
Classicism. bur it seemed to me to be a witty joke on Clas 
sicism. Why aren't you considering that these designers are 
dealing with form following function in a different way. and| 


for a different audience. than we're used to? 


Steve H.: Maybe I don't care about the audience | 
LushUS. which was used on that book jacket. is an abom 


inable typeface. It's 
Mike D.: ~ Vernacular carried to an extreme? 


Steve H.: vernacular carried to stupidity. There are cer 
tain lines I draw in the sand. And for me. Keedy’s LushUS 
is a line I drew in the sand. It ain't funny. There are cer 
tain extremes that are unnecessary, or too ingrown. Design 
for design. and so what? 

And yet, my article in the “Lift and Separate” catalog was 
set in a Keedy face, Manu Sans, and I actually like the way 


it was used. You can tell him that 
Mike D.: I wouldn't want to ruin your image. 


Steve H.: Please, ruin my image! z 
Mike D: There was another typeface designer. Frank Heine 
whose promotion ad for Remedy was shown in your article 
The face itself Is light and lively and swirly and curly, Dont 
you think the look of the ad and the text reinforce the mes 
sage? 


Steve H.: Maybe you have perhaps a healthier approach to 
all of this. Maybe I am an old fuddy-duddy. The bottom 


LushUS. Typeface. Published by Fuse magazine. 1992 
line, however, is about the misuse of style. You don't have Designed by Mr: Keedy. 


to accept that. but you must accept that I'm more inter 
ested in politics than esthetic or anti-esthetic concerns 


about design 


with him because I responded to his work. I believe I can 

Inaintain objectivity 

My judement of Chantry tends 10 be more positive than 
form followingthat of Jeff Keedy. whom I didn’t know until recently. But 


| 
ie not sure where we go with that. Does that mean we 


Mike Di I didn't see the political (ssue being addressed in your article. Ir dealt wi 
function and. of all the “ugly” design work, it singled out only Art Chantry’s “tool kit” poster for th 
Genser on Contemporary Art as being appropriate to 15 context 
Steve H.: You've done a great job preparing for this interview. But still, you have to know alhave to live in a vacuum or does that mean we have to be 
the things I've written in the last few years, because each article. essay. and book adds up tocome knowledgeable to a fault about everyone we're dis 
: ? 
2 point of view. I don't write in a vacuum. I don't decide to attack style today. and write oncussing 
quantum physics tomorrow. My choice of topics. although often eclectic, is usually rooted inf called up Jeff Keedy after the fact. and we shared our 


of Fast Forward, i 
the politics of mass communications, and the mass communication of politics. For me. it plies He gave me a copy a publication 


has a political underpinning in the sense that we are driven - at least, J am driven - by politpnd disk by his students at CalArts. And I'll concede that 
ical forces. I'm particularly interested in design being an effective tool one uses to conveymaybe what's being done for Keedy’s class is a terrific way 


emitomace rn ener nt ch silos pf preparing students to open up their minds to various 


I wrote the “Ugly” article because I saw a dead end approaching in what was becoming anpossibilities before they have to get sucked into the com 
ossified style of the 90s, and didn’t see it as a manifestation of anything political or socialmercial arena. But I still have trouble with the work itself, 
or cultural. at least that 1 could easily put my finger on It’s pretentious. full of conceit. and resolutely derivative 
Mike D: Not political, perhaps, but certainly cultural That said. now that I know Jeff, I believe he’s dedicated 
Steve H.: You can isolate certain passages of my text. but overall. 1 was talking about “uely}. i, design and I'd like him to write for the AIGA Jour. 
as a code. and the code isn't something I object to. The bottom line was the adoption of the, 5) p+ trom the few conversations we've had, and from 
vocabulary. of the language. into something that ultimately becomes trivial and trivialized. ss dence that he's given me; D still haven't changed my 


i Tl . ~ 
once ideas become mainstreamed, once new ideas become old ideas. That may or May NOL.4 in terms of the “Ugly” article 


have been clear to the reader, but it’s certainly clear to me. Mike D- Is it pretentiousness that draws the demarcation line 


Mike D Rudy mentioned that, after he came under attack by Massimo Vignell. you suggested he take between Keedy's work and true vernacular? 
ignell out to dinner ~ kiss up to him more - and maybe Vignelli would like him a little better, : 
anal i LEIS SSATP EI teve H.: I don't even want to talk about it in terms of ver 


Steve H.: No. I didn’t say “Kiss up to him.” I said “know your enemy.” As the Godfather. Bran} wis, Graphic design is vernacular! Let's return to what 


do said something to the effect of love your friends. but embrace your enemies. I SUPPOSE 5314 in the beginning. I looked through that istue of Our 


] wots ul e“U gly” arti € DECAUSE J SOW?! 22s wha: sist come away with? Faux mhetore. Not 

ends approac if in, Ww Jel 308 oo ela tetchivi beans or evar 

becom 1,0n ossified style BE en wipe 
an Lee It as £ mani est ot OM ees» coviaue 

po mes or A te my article, I criticized Carlos Segura's How brochure for 

ang anya hing pe tha lco easi ye stewed-over hothouse design. He wrote a letter to 


Put my tinge 7 epee in 
Profacci might have said the same thing. aybe w t Bin 


Mike D.: Rudy took 11 1 mean Vignelli would be more open to his work. 


Steve H: Probably he would be. but it doesn't mean kissing up to Massimo. Massimo is hu oe hie Aa Be 


man. If he likes you. perhaps he'll take down the barriers and explore what you're doing! Is a te 
That's all. 


Ir's a simple matter of whether we enjoy having these little tensions - because it's fun .prep parin stu state 

argue - or we understand what everybody else is doing, In this case. we'd accept enniism pen A qo 

Not in vitriolic terms, but in terms of how one person with a certain set of values and a I Us pos: Oss. titles 

Periences understands other - perhaps radical - approaches to design work. So what I soid e ave to et 

to Rudy was “You should probably get to know each other because you already know Mas/ g 
simo’s philosophy. but Massimo doesn’t really know yours.” betpra th #8 the 


for thal esier= ply alee WeegMSOMIAESe oe eR Borte ercial a ren Qa. 


Steve H.: I feel that in any design writing. in any design criticism! Byt Sra trouble 
sycophantic behavior plays a role, There's an architecture critic Ww 

know who had a famous architect design his home, Isn't that } with e€ wor 

Foie ois Wall eco ae tee med prefentt lous, full of 


one is placing oneself above the fray or as a mediator of taste. Eee an reso utely 
But critics do have their preferences. I have preferences and erivative 
. 


many of the people whose work I prefer I also enjoy talkin 

with. This is a small profession. The few design critics are menue Thever spoke to them. I don’t know what their mo 
designers. so naturally they know many other designers. tives or intent was. Well. when I'm reporting on some 
That said. I'd also point out that I don't write nearly as manyPody's work. I want to know everything I can about them. 


Profiles as I did when I began because I prefer critical analysis?! when. as in this case. I'm looking in from the outside 


of phenomenon Hf you will. I don’t think it's important to know what the 
Mike D. I'm thinking specifically of Art Chantry. the only con 
temporary designer you praise in your article, motivations were. It was a promotion piece for How. It 


Vice Steve H.: I know Art Chantry. though we're not bosom buddies. ? Was trendy. it was obtrusive, it was laden with clichés, 1 


Sanrenpocety Airs in Seat. respect some of what Art does. and I have problems with sneak one can build a critique upon that evidence, and one 
things. Bur I admire Chantry. not for deliberately busting canonf2" 2/50 make judgments based on one’s own experience 

‘cal conventions, but for elevating street art from its artlessness and so doing, making i? One's own understanding of medium. 
more viable as a communications tool My “Ugly” piece was a critique about phenomena I could 
T suspect knowing Art Chantry helped form my opinion of his work, but I became acquainted¢® Maybe it fails because I didn't speak to them, I didn't 
explore their motivations, and then be in 2 position to say 
In spite of all this. I still feel the way I do.” I'm willing to 
foncede that might have made a more convincing argu 
ment. However. I don't necessarily think I'd do it any dif 


ferently if I was writing it again. 
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Type and Ima 


Two years ago I reviewed Time magazine's redesign fo 
Print. 1 didn't talk to the designers. but drew conclusion: 
from the evidence. and compared it to previous formats, 
Michael Rock spoke to the designers for an article in 1D.) 
and although it was a good piece. I believe his criticism 


was actually less incisive and effective than mine. 
Mike D.: The reason I'm asking why you didn’t speak with the! 
Turks is because the lead paragraph in your “Ugly” article led 
me to expect more of a dialogue. You wrote “Ask Paul Rand) 
what 5 beauty” and you quoted Rand. then you suggested 
asking the Cranbrook students the same question. But then| 
the answers were just your assumptions and extrapolations, 


Steve H.: It's a valid point. Again, maybe you should hav 


been my editor. 
Mike D.: [aughs! 


Tlearnitromfeversthing aden Andetihones tronfs I have to say that some of the little sound bites were interesting - just as you were read 


Steve H. 
how others respond: ing me those sound bites from that other Output - but it asks certain questions. then doesn't 
If you think you're talking with one who thinks he is God.£° any further! I feel as if I'm being teased. 

trust me, I don’t, I learn every step of the way. The reasonAnd I can’t point to the issues that these students are trying to grapple with. When I read a 
I started writing was really to learn. and then share what®0ok and it’s done in the traditional manner. I can underline things. But with this design, 
ive tearnediwithtorhere they've already underlined it for you but it’s not necessarily the underlining I want. It's like 


But what's important 1s. what the effective ways offeading a dyslexic “Cliff Notes.” At least the “Cliff Notes” have a linear progression. 
be ie : pea ie et Mike D.: Your objection brings to mind what Chuck Byrne said in my Print article on Emigre. how 


writing criticism for this field, Thar’s what it comes dow younger people have no problem with this new form of reading, whereas graphic designers - who've 
i been trained as to how people are supposed to read - are freaking out because their yellow high 
to. What you've suggested to me is that maybe my method lighter can't cope with if, or their linear-progression mind can't cope with it. To get Macintosh-and 


MTV-generation people to pick up a magazine. it needs to look like something they've never seen in 


is not as effective as I had hoped print before, such as what David Carson is offering them 


Thad something I wanted to say. I sald it. Maybe I shouldsteye H.: But they also need to be able to pick up the Signet Classics or the New American 


have done more homework. Maybe not. I tried to explore ibrary, It’s still important to accept and appreciate the classics, and to try to integrate them 


this issue in a piece I wrote for the AIGA Journal on then some way into one’s life 


merits of criticism, where we go with criticism, and what Mike D. Ts part of the reason designers are digging in their heels becouse they actually believe that 
somehow Classicism is going to go away? 


the er: f f eff s 
he rophic design profession needs in terms of effective, teve H.: No. I don’t think that’s why they're digging in their heels. 


a ] ree Now rec ived Hike D You don’t think that maybe part of itis that they're fearful 


Bteve H.: Well. to be perfectly honest. I'm fearful, in light of what goes on on the screen. 
I certain sensibilities will disappear. certain sensibilities that are not archaic. because 


d jest ihe, Wits ee -apppepriareste helPuljeri es andtl weet Sime eaeie eect nen eee oe 


fers ents. whether they practice it or not: I want them to accept it and experience it. 
Mike D.: I wouldn’t have nearly as many problems with your article if the examples you chose had been 


betw tween vip uf te inappropriate to their subjects. Fella’s art gallery poster and Heine's self-promotion - they fit. 
Ru t teve H.: That's true. but the examples I used are there not because they aren't appropriate 
(69 avo ts Un 'o their media but because I determined them to be part of the “ugly” esthetic. You're right. 
look at ip a) I GUIS © ists ase eisasecritaicamscintngsncseine csarpiee ware aosronvis anda 


would have made my case a little better. I didn't. 
Mike D.: Well. whatever reservations I have about your article, I'll never cease to be amazed at your 


volume of output. 1 don’t mind telling you I'm very envious 


criticism, coming from the position that, until I did itsteve H.: At times I wish I did less output and put more effort into flawless work, but that's 


there was: virtually no criticism) inthe’ profession: And,o¢ me, 1 can't do less output, It's the only way I can justify my existence. But certain things 
there's still not all that much written. So it may be time.usfer. Of course I'd hate to think the “Cult of the Ugly* article was one of them, because I 


for other people, such as yourself. to not only carry'the bauig spend considerable time thinking about it. writing. and - thanks to Rick Poynor’s bril 


ton but ge to the next intellectual plateau. And that’s periiant editing - rewriting it. But I reach @ point in all my projects where I just have to cut 


fectly fine with me. off. I just have to say “It's over, 


There's a little part of me that feels as if I've got to de it's through, 


fend what I've written and another part of me says. howaverit'saccepted le lophor 


“What's ultimately important is that I have the ability t inithe marketpleceloridess 


communicate ideas and encourage debate.” I enjoy ex Sitka paca 
ploring different avenues and subjects, and that to me is 
the most important thing. I don't have to defend the 
“Uply” article. If readers think it's full of shit, so be it. Tf 
they're correct, I'll try to do better the next time. But as 0 
now my opinion hasn't changed much 

T have a drawer full of stuff that defines what's been go. 
ing on in design during the late “80s and early “90s, I re] 
cently received Output N04. Now. when I first saw it. I 
thought “What's the difference between that Ourput and 
Octayo N07?" It’s fun to look at. but it's cursed by same 
ness. 

I guess the problem - it's a problem with graphic desig 
in general - is when something becomes appealing. a hell 
of a lot more of it gets produced by others and so the 
originater's work tends to be diminished in relation to the 
copycat’s work. And you can see this throughout history! 
whether it’s the history of art or the history of design 
There are certain copycats who do it quite nicely. but in 
our culture. when something is overused it gets spit out 
and you forget about it. even if what you're spitting out 1 
truly valuable, Separating the wheat from the chaff an 
keeping the chaff is an American pastime. 

Anyway, I look at Output N04 and my knee-jerk response i 
“Oh. God. another challenging puzzle! And I can't spend 
my day looking at this when I really want to read the 
newspaper about the Neo-Nazis in Germanyl” I'm being a 


little ridiculous here, but I did start reading part of it, 


THE ADVANTAGES 
OF BEING 
A WOMAN ARTIST: 


Working without the pressure of success. 
Not having to be in shows with men. 
Having an escape from the art world in your 4 free-lance jobs. 
Knowing your career might pick up after you're eighty. 
Being reassured that whatever kind of art you make 

it will be labeled feminine. 
Not being stuck in a tenured teaching position. 
Seeing your ideas live on in the work of others. 
Having the opportunity to choose between career and motherhood. 
Not having to choke on those big cigars or paint in Italian suits. 
Having more time to work after your mate dumps you 

for someone younger. 
Being included in revised versions of art history. 
Not having to undergo the embarrassment of being called a genius. 
Getting your picture in the art magazines wearing a gorilla suit. 


e e 
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Outpur. Edition 2. Inside panel. 
Designed ond produced at Cranbrook Academy of Art 


y David Shields, Richard Bates, Brian Smith 
‘and Susanna Stiff. 1992. 
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Michael Dooley: How was Outpur N92 put together? 
David Shields: Three other designers. Richard Bates. Brian Smith, Susanna Stieff and I. 


were in a room and worked on it at the same time and reacted to each other. We had 


spent a couple of weeks discussing what it would be and what we were trying to get at. 
During that time, we collected all the make-ready the issue would be printed on. We col 
lected stacks and stacks of different printed ephemera. While we were putting it together. 
we had a television turned on, so if we were chopping text out of a printed piece. w 
were also listening and looking to the TV. Running through Ourput were photographs doc 
umenting our process of putting the piece together. interspersed with random image: 
from the television screen: from the Home Shopping Network to a video on the Japanese 
surrender of World War II. We were really trying to bring these things together and us 
them 

The production was as much a part of the piece as the concept. We didn't know what wa 
going to end up happening when we started it. When we read through what we had whe: 
it was finished, it was interesting to see what was printed on top of each other. what mes: 


sages we were able to get out of it. 
Mike 0.: How did you see it being read? 


David S.: It certainly wasn’t meant to be read in the traditional sense. as conveying a strict 


linear message. It was meant to be read as an emotional gestalt; three layers of in 


formation happening ationce: Itiwes builfi(olgive yeuan essential fexlIng/— more than 


Gutpt. Eifion 2; Insids pasel. Designed and 


reduced at Cranbrook Academy of Art by Da 
Bhieids, Richard Bates, Brian Smith 
and Susanna Stieff. 1992. 


rational understanding - of what was happening with technology. It was a representation 


CAN: 2 time when you saw type in a circle all over the place 


sent it [Oufpu Medias aad, heard 


communi 


Pike 


a Peat 


oug tintodt.” MP COU 
term” commercia ai ure, 
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of different speeds of technology all colliding at the same time, of what happens whe 
television and printed media hit all at once. when video and books begin to bounce off 


each other. of things falling apart and being put back together. 
Mike D.: Yet there was verbiage that could be clearly read. such as the repeated phrase “probability 
patterns.” 


David S.: One of us was reading a book on quantum physics, about how light looks whe 
measured with different machines. It's either a particle or it’s a wave, depending on ho: 
you measure it, And so we decided that that notion fit in very well with how we wer 
working and how we were thinking of this piece. By putting these things together, wi 
changed them. We changed what was going on by actually examining it. What we came ui 
with after we'd done it was that how we measured all these technologies. the repre 


that’s the verbiage of probability patterns, and that’s what holds it all together. Possibly. 
Mike D= Do you see Ourput as political, as a critique of technology? 


sentation of these different technologies, was all pretty much a probability pattern. v 
al 


David S.: People could get that out of it. What the reader put into it is what the reader 


would get out of it, which leads back to the probability patterns: the answer is contingent 


upon how you measure it. It’s tough to say that a lot of that was conscious decisions. 
We had observed the way the computer has affected graphic design as a profession. Ther 


cause of Freehand. So designers were following what en 
1: were allowing them to do 

jone of this was done on the Macintosh. There were bits 
land pieces that were taken from Mac output. but none of 
was composed on the Macintosh. It was all done tradi- 
ionally. But the idea of Output was that you have access 
jo all this technology - fax machines. cellular phones. 
able television. printed material - and that all these 


GAT, Pies are bombarding you at once. And you can either 
i ry 


continue to be bombarded and allow that to force you into 
Working in a certain way. or you can try to step back, get 
erspective and digest what's useful. We certainly weren't 
fae to say “Don't use technology’: we were trying to say 
Don't let it use you.” 

fe also worked with the idea of mass production, using 
he printing press. which traditionally makes everything 
he same. We took from the same piles of make-readies to 
rint this thing. but in the end each copy was unique. each 
opy was different from all the other copies. That was also 
Way of using the technology. You can use technology to 
fake everything look the same. but you can also use that 
ime technology to give each person a unique object. de 


ending on how you manipulate the production 
Mike D.: Is this concept related to another sentence fragment 
{in Output, which says: “building a lost cause portfolio”? 


Pavid S.: [laughs] Possibly. The funny thing about this 
iece is that we were all very pumped up when we pro 
luced it. because this was, for the three of us. our first 
ig printed piece at Cranbrook. Then we sent it out and 


peard nothing from anyone. We didn’t hear anything for 


such a long time, we figured it missed the mark, it didn’ 
spark communication. So we all pretty much gave it up! 
thinking “Nobody liked it. nobody bought into it.” If you 
could use the term “commercial failure.” I guess it wa 


that 
Mike D.: How would you place this piece in an historical con 
text? 

David S.: If people have a need to place this piece his 


torically, they would have to go with what we were trying 


to get at. more than what it looks like. There are connec: 
tions to Futurism or Dada because those were period: 


when various technologies were coming into wide use and, 


that it was going to come from two other schools next, that it didn’t just come from out of 
the blue, 


that there was some type of reasoning behind i 


But we all really learned so much from producing it. So how the experiment turned out. how 


just beginning to be perceived as oppressive, and people 
used machine language to talk about machines. 
Mr. Heller even brings up the point about Futurism and 


it was perceived by the public. was secondary. Personally. it allowed me to loosen up. to see 


the value in not adhering to a rigid structure. It was very helpful as a beginning step in 


bhowing me what would happen when I started dealing with larger issues of media. Those is 


Dada. When we were doing Qurpur. we weren't consciously, 


bues spurred on most of my work in graduate school 


trying to make it look like the work of early twentieth 
century movements: it just happened. For us. that was why 
it was all the more powerful. because we didn’t inten: 
that to happen. But when you get done and the dust set 
tles, you say. “Oh. look. there are similarities with Italia 


Futurism.” 


Mike D. So the historical precedents were in retrospect? r 


David S.: Exactly. There again. if you measure it historical 


ly, that’s what you come up wit! 
the historical references get applied to the piece af 
terwards. 
Mike D.: In “Cult of the Ugly.” Steve suggests asking the stu 
dents who created Outpur to define beauty. 0 


David S 
Mr. Heller is calling it “Frankenstein's little monster” an 


laughs] 


*a toad’s warts,” as if that’s what we thought was beauty. 
We really didn't go into Output trying to make somethin, 
beautiful or ugly. We weren't trying to slap Paul Rand i 
the face. We weren't trying to show that Modernism ha 
failed. We weren't trying to say: “This is how everybod 
should design.” I wouldn't want to see stuff like Ourpur al 


ho are 


Mike D.: To the extent that you weren't concerned with how Qurput would be received. does that leave 
it open to criticism from designers that it's self-indulgent? 


David S.: Um, that’s interesting. Self-indulgent? I don't know. I could see that people would 


put a self-indulgent definition on it. simply because we are graduate students. Most people 


in graduate school. and certainly at Cranbrook. have been in the work force for 


anything from a year to five or more years. and most are fairly proficient at a certain level 


f design, but they're looking beyond that. All the technologies that are so prevalent now 


ave begun to open design up. It’s become an expanding field and there's a need to fill that 


it changes in that way. Soexpansion. 
Output would fall through the cracks by a lot of people's definition of design. Design doesn’t 


hecessarily have to be confined to what people want or what people need. Possibly it’s just 


his thing you get in the mail that you can begin to think about. We weren't doing this piece 


‘0 sell. I 


avid S.: 


avid S.: 
bout co! 


t didn’t necessarily have any reason for being, any rational. utilitarian purpose. We 


Weren't working with a marketplace economy, we weren't working with supply and demand 


Mike D. But, by sending it to the AIGA [‘]. you were putting it into the marketplace of ideas 


Marketplace of ideas - I like that. 
Mike D.: It's Steve's expression. 


You may not believe this from looking at the piece - we all really believe design is 


mmunication. Design is not art because designers design for the community; for eve 


'ybody. for the public, for whomever - for an audience. It’s about creating dialogues. We 


eally wanted to work within that mode. and that’s why we sent it out. 


It took awhile, but 


the time. I wouldn't want to read an annual report or annow with Mr. Heller's article and with your article, it’s been brought back into that mode. 


ad campaign that looked like that. We weren't designingMaybe. in fact. it does have something to say. maybe it can speak to someone or someone 


for style. We weren't reacting to style or trying to make 
style. We were really trying to deal with how we react to 


media, the mass media. 
Mike D.: So do you feel the question of beauty and ugliness 1s 
irrelevant? 


David S.: To this particular piece. yeah, I really do. Beaut 
and ugliness tend to be superficial issues. You can look a 
something and think “It's ugly; I'll throw it away” or “Oh{ 


this is beautiful: 


‘I look at it or keep it” or “It’s beauti 
ful, I don't trust it; Pl throw it away” 
I would hate to make assumptions, but Mr. Heller probabl 
read it as how he’s equipped to read design. He's being 
true to how he defines design. He's got to use his baggage 
to judge Output. So by his probability pattern, we camd 
out looking pretty ugly. And that’s okay. I just think he 
was a little off. 

Mike D.; Did you feel Steve and, by extension, the AIGAI*] had| 

enough knowledge to be able to get into it? 
David S.; That was a question we all had. We really weren’ 
sure, One of our reasons for sending it out to professional 
and academic designers was to see what kind of reactio 
we would get. We weren't sure if it would be positive o 
negative. if people would be able to read it. if they would 
care about reading it. if it would just be something they’ 
get and chuckle at and throw in the trash. or if they'd sa 
“More shit from Cranbrook: why do they do this to me?” o1 
if it was something people would spend time with and tr 
to get something from 
We knew there would be a certain percentage of failure 
We all knew there were a certain number of people ou 
there who would just automatically write it off. But we 
were hoping that others would get something out of it 
Maybe we could have been more visually clear about the 
background of Output: that it had been started at Herron, 


an use it to begin to speak. 


* 


| would greatly appreciate the opportunity to correct one of Steven Heller's big assumptions, which 
Was totally mistaken, and is being perpetuated here by tho interviewer. Output was not sent to the AIGA 
and ACD memberships (each organization has over 2000 members). 

Here are the facts! 

} gave the Output team mailing labels printed from three of my computer mai! 
design professionals, graphic design educators, and graphic design journalists, eri 
are files ] have composed over the years - individuals whom we recognize as advancing the field of 
graphic design and to whom we periodically send Cranbrook publications. From these 600 labels, the 
Ourput team chose about 300 names. They also sent about 50 copies to a list of graphic design educators 
provided by the first Ourpur group at Herron School of Art. That is a total of 350 carefully selected names, 
not a mass mailing of 4,500. 

1 mention this since Steven Heller seemed to feel that the character of the recipients (whom, | infer, 
he believed to be mainstream professionals) was particularly out of synch with the nature of Outpur. 1 
would disagree, partly because those who actually received it tended to be more experimentally and/or 
intellectually inclined. But more importantly, I fail to see why Steve might feel that mainstream designers 
should be isolated from experimentation, polemical proposals and noncommercial content. Other 
professions - electronic engineering and medicine, for example - benefit immensely from a very tight loop 

etween the research and experiments of their graduate schools and their professional practitioners. 

Katherine McCoy. 
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t HI ts of thi But I also did bod: f ‘emplote ‘emplate Gothic Bo! 
INCOLN EDDY vm vests to's} gun spnmtgnn sien 


work outside the professional work in the studio sys} 
tem. which was the more experimental stuff, either, 
self-published or published to promote artists and 
photographers: what's now called “personal” or “cul 
tural” graphics. 
Mike D.: Are you giving your students at CatArts 2 mod 
¢ for professional practice? 
Ed F: I don't see how anyone can say I'm not a model 
for professional practice when Template Gothic - one 
of the typefaces Barry Deck did under my auspices 
has become the face of the ‘90s. You ste it ae 


Template et ic 
ee part % i. an aside to professional practice. Sometimes it could 
f professional practice. a parody of pro 
font de denials ect of e a critique o 


Hessceral practice. It could also give one an understanding 


bf professional practice by bringing certain art practices 


seaallnesu teases " maculd U Secirocee 


eae he Focus Gallery posters were specialty design. a very 
mall end of design. A thousand, fifteen hundred. of them 


were printed and sent out each month: that was the extent 


These: the alternative space “market share” in Detroit. and it 


a nomast 

were orice eldec lot ts O Hesieeenete ey bate than i Rnd in nee 
type aces con sot st Vv Fee A I CA ean 

faculty. The important thin He BS sce 1 uate oar cls watery conse on 


wor Came out of a Da Hee 


Or Nobody wanted to buy it. It was too far out or too 


° 
ironment aaa or too critical. But it was intelligent art. com 
___env |e — 


pee and hip. It was about what was going on in the art 
where. But Barry couldn't say “I did this because my teacher showed it to me.” so he usegvorld ineWacibaniolaiLceveny lial bwess cone spy se-call ed 


this story - which was kind of funny when it first appeared In Emigre - about how Temp tr” level artists: So the flyers were perfectly suited to 


plate Gothic is based on a laundromat sign he saw. Now it’s become a whole myth ine Message and the audience. | 
graphic design history. His “I.D. 40° piece even starts out with this story. But this poster misuse these forms? 
(left) is the piece that was the inspiration for Template Gothic. I'd shown it to him andEd F.: A danger that somebody would look at that Focus 
said, “To design a typeface using templates, the trick is to fill in the breaks.” But really, it@allery stuff and do what with it? Make car catalogs that 
was part of a whole project of font design using the vernacular and ideas of irregularityOok like that? Or stop signs? 
and disintegration. as well as an ideology of anti-mastery. These were exercises that yield-That actually did happen in Detroit. which I thought was 
ed lots of typefaces from both students and faculty. The important thing is that this workhilarious. In the early “80s. they did car catalogs for the 
came out of a particular environment. I practice and preach! falifornia market that looked like April Greiman’s New 
On the other hand, some of my work isn't meant as a model for all professional practice Wave graphics. And I'm sure that. at first. somebody said, 
{Look at these New Wave graphics: they're no model for 
Professional practice.” and a few years later. they were 
jused to sell Chevrolets in LA. [laughs] Of course, New 
Wave graphics are everywhere now. They're so assimilated 
jnto the mainstream, you don't even notice them. So 


Wwhar'll happen when a car catalog has disintegrating type 


in it? Probably nothing. It'll all be so watered down, 
Mike D.: Isn't there a sameness to the look of a lot of student work? 


Ed F.: Obviously there is. but you see that similarity happening with what you call the “avant-garde” or “graphic edge” 

or any of those terms used to define the Zeitgeist. But I don't see our students as a bunch of clones. Our whole 

program is against this idea of “do as I do.” We don't offer the work we do as any kind of a model to emulate or 

copy. We don't say “This is the way to work” the way the Modernists like Paul Rand offered their own practice and 

their own philosophy and ideology as “the truth.” He still does, right? That's what he’s railing about in his latest 

book. Design, Form, and Chaos. inevitable. nothing can be done or even said.” 

You can understand Paul Rand's context. since he’s a Modernist. And he can be forgiven for that. since he was one of So if Heller had understood that. then I could see how he could have 


the greats of that particular tradition. But he’s history. bttacked it. Then he could have said, “These silly students!" From a 


Mike O.; [laughs] 
c leftist or a socially conscious and activist position he could say. as I 


Ed F.: I mean he’s wonderful history. I wish I would be such history. I hope to be history. too, but I won't be as big al : 
jwould, “That's a ridiculous statement to make: of course there's plenty 


history as Paul Rand. Hopefully I'll be a tiny little footnote. whereas Paul Rand will have volumes. | 

re say. You've got to keep fighting all the time, And communicating 
And no one more so than artists and designers.” 
history of the automobile industry and American economics. I'm sure some commercial. totally anonymous car catalog Mike D:: Steve also identifies himself as a leftist. 


There's a whole other kind of history that has nothing to do with esthetics or design history. If you're writing a 


I did in 1976 for Camaro had a bigger impact on the American system as a whole than some flyer I did for the Ed F.: I would assume he does. In his columns. he always talks about 


Detroit Focus Gallery that’s in the design history books. that’s had a big influence on a whole generation of students. the ‘60s. like the time he got raided when he was the editor of Screw 


blah blah blah, or that’s made me a young Turk standing “sheepishly at the center of a debate over the future of jagazine. And he’s done books on activist and protest graphics. 
es Mike D.: Why do you imagine Steve's having trouble with the new work? 
graphic design in the U.S..” as Peter Hall put it in Design Week magazine. [laughs] . Bek ee eee Be z 
Mike D.: If not “do as I do.” what sort of guidelines do you impart to the students in your classes? id F.: I don’t know why, to tell you the truth. It’s possibly because it’s 


Ed F.: We offer students a way to work through what they themselves want to express. a kind of authenticity that asy to like all this old commercial art stuff - who wouldn't like Italian 


Sem 


comes from their own experiences. likes. dislikes. tastes, abilities. politics. 
Mike D.; What if. in finding their own voice, the students become loud to the point of self-indulgence? 


rt Deco graphics? - and it's difficult to understand the new stuff. 


also wonder if he feels a personal loyalty to Paul Rand, who's going 


Ed FI always joke about that with my students. I say. “You poor guys. you've got to go out and work and do all th 
ee 2: z LB eee ON eeosks sng covellithe |rowyn'tn hs last hurrah, #1 sjunderstandable: es pathetlees thisetor the 


stuff. When you're my age you can retire and then you can indulge yourself.” I worked hard for thirty years, and now 
a wees J oo eI ees poor old guy to make a last ditch effort to deny and denigrate 


I'm not going to do any more commercial work. All I want to do in my “repose” is wallow in esthetic self-indulgence! 
STIL 0s When wessuin earineaucatiarili? Sree Bence" everything that’s going on now. All the reviews of Paul Rand's book 

Ed F.: I went to a very good trade school in Detroit in the mid-'50s, and learned my “trade.” which at that time was f asically say that. Even though everyone admires Paul Rand as a great 

called “Commercial Art.” We studied twentieth century Modernism. especially the Bauhaus idea and ideal - just as __esigner of the past. they feel sad for his lack of understanding 


Paul Rand did. In the 1930s. he was already on to the European art movements - the Bauhaus, Cubism -that had _ But it’s not understandable for someone like Steven Heller. who's got 


] worked h ra for - thirty: at stake. In fact. it’s just the opposite. He's the critic and the 
years, an istorian and the commentator. He should really understand the 


OW VM NOT soon 
on drei o an rk A: F.: I don't know that. I really shouldn't speculate on it, 
1 we a0 Rand’s work has been assimilated into the culture of design to the point that 
oat to in my” this new work Is part of 9 continuum? 


is al d F.: I certainly feel that. yes. I would agree with you one hundred 


___se win esther 


Mike D.: Well. wouldn't you think it's possible for critics to realize that 


pee That's why I don't understand why Paul Rand and Massimo 
ignelli are so upset by this new work. That's why I'm not upset by it 


That's why I love it, because it’s the next generation. I don't think 
here’s such a big break. Good solid work is always good solid work. 
That's why I don't see myself as @ young Turk. I think my work is as 
been taking place in Europe. And he used them brilliantly in American business. That was his great genius. are(ullyidone andics “beeulifuls asanybouy siwork-trom/any previous 
Now it’s just a little more formal. We have academic programs that allow people to connect directly into art and art time. 


movements and art practices and art politics and art ideologies and art discourses. Generally. design programs are J don’t like to use terms like “good.” “bad,” “beautiful.” “ugly.” because 
situated in art schools. CalArts. especially. Cranbrook. Yale. hey continually take on different meanings. The eighteenth century 
Mike Dz What about design movements? Do you feel that a lot of what's coming out of the hothouses 1s lacking in a sense of design 
history? hought that beauty was in the eye of the beholder. but it’s in the 


Ed F.: Not really. I have to admit that i's not work like the eclectic or the historicist work that was done in the late kulture of the beholder. Every culture has its own standards of beauty. 
“50s and '60s - which I went through myself - when the Art Deco and Art Nouveau styles came back. or the early Design has opened up to accept the high culture and the low culture, 
Post-Modernism that had a lot of rehashing of traditional styles in a referential way. The work being done currently ishe vernacular. amateur art, outsider art. so-called primitive art and 
not quite so easily connected to design history. Just about everything else you can identify or catalog: it’s all part of the 
We just happen to be in a freer period. which has a lot to do with the technological revolution that the computer ha mix. 

allowed. It also has a lot to do with the kind of philosophical revolution that critical theories like Deconstruction 
have brought about. So there's a purer form of work going on right now. I think. 

That Focus Gallery piece (left) Heller singled out in his article for Eye was actually commenting on the endless 
selection offered by design history. but I don't think he looked at that. I don't know how much of my work he’s 


actually seen. 
Mike D.: Do you think he'd have a better understanding of what you're doing if he saw a broader spectrum of your work? 


Ed F.: Yeah. Heller's a very sharp guy. If I met him, the first thing I'd say is “Hey. Steve. I'm one of these guys from 
the Milton Glaser generation.” He should do a book on me. I'd be a perfect candidate. An old commercial artist! 
One of the things I've always liked about Heller is that he’s continuously seeking out these old anonymous, forgotten 
commercial artists. So much of what he writes is historical. And he does wonderful books, which I think are a great 
service. I just bought one on Italian Art Deco, the one he did with his wife, Louise Fili, Beautiful little book. 


Mike 0. 


Is it possible, with all the new design work being done, that certain classical forms might go away? 
Ed F.: I don't believe that at all. Those forms have to do with rationality and pragmatism and legibility. 1 don't see 
how they can ever go away. I don't see that people are going to make traffic signage or brain surgeon manuals that 
can't be read, to use the most ridiculous examples 
The form of graphic design has to function to carry the content. Look at Gran Fury’s AIDS activist graphics: it looks 
like advertising. And rightly so, in order to reach people in a language they can understand. If you wanted to do 
pamphlets about access to government programs for the homeless and the indigent, you wouldn't do it in the Ray Gui 
style. I don't know if that’s what Heller's afraid people would do. that they would somehow mix up these styles, that 
2 Stop sign would appear in a disintegrated typeface you can't read. I always tell students to “stabilize the referent” 
when necessary, 
We have courses in information design at CalArts. We want our students to understand typography as being 
appropriate to its content, and it has to be structured to further the message. But Heller's looking at a lot of cultural 
(lewpeael! graphics. which don’t necessarily have to do that. 
Holiday Greotings. Designed by Edward Fella. 1992. One problem with Heller is. for example. he never quite 
figured out what Output was all about. He was looking at it 


{Next Page] 


the Irreaularities.,. Invitation for a lecture by _ i this naive Modernist context of a simple dichotomy 
ward Fella. Designed by Edward Fella. 1993. 
3 Y echelle between beautiful and ugly. good and bad. instead of seeing 


it in the context of the whole discourse that surrounds art practices and cultural practices. 
Output was a free play of endless printed stuff. signifiers that deliberately signified nothing. It’s like Greenbergian 


formalism: it isn't about narrative or content, it’s about paint-on-canvas. On the other hand, there's plenty of other 
precedents in art and literature for not being able to say anything, because the world is just too awful. You know: 
“How can there be poetry after the Holocaust?” And the Cranbrook students. whether they did this deliberately or not. 
were in that kind of tradition, that whole twentieth century Nihilism that says. “It's all hopeless. everything's 
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\was very glib. You can no longer make these quick and easy 
bolls. Simple ideas of good and bad. ugly and beautiful. are 


Michael Dooley: Judging from past issues of Emigre in which you were mentioned. Mt appears thaijust not useful, 
the. proper way fo\refer to you is “Hr Keedy. Te that correct? ! 7 
But, although I am critical of some of Heller's writing, I am 
Mr. Keedy: Yeah. I started doing that a long time ago, for design credits. It actually came 
iglad that he has done so much of it, and I certainly hope 
about because I was thinking about the idea that graphic design was originally an anon! 
5 he continues to do more. Which is a lot more than I can 
ymous profession until the “Grand Era.” when designers began to consider themselves wor! 
bay for the hundreds of design academics across the 
thy of recognition. (Steven Heller wrote a nice piece about this in the Lift and Separated 
country that sit on their tenured asses and never write. 
catalog.) Then you had people like Paul Rand sign their work in imitation of fine artists 
Unfortunately. most of the criticism that CalArts 
except that, unlike Picasso or Matisse, they would use their first and last name. For me. us! ; 
ranbrook. and Emigre get. is really dumb. The critics don't 
ing just your last name seemed pretentious but including your first name seemed a bit for : 
, ave the patience or the intellectual tools. They don't want 
ward or overly friendly, Designers don't actually know most of the people who see thei 
10 get it: it's not even being critiqued in context. And that’s 
work. I don't feel like I am on a firstname basis with the whole world. Mostly. I like the 
Pie \what I find really frustrating. I think much of the work is 
fact that “Mr.” is about formality and respect. while also having a cheesy commercial con‘ 


rnis WOU BNaNG the eldoE spn eration FS GO ACSIA our 
x RY Cclossical) 4 eal of what's oda 


notation like Mr. Clean, Mr. Frosty, etc. and the teacher thing. Mr. Chipps. The “Mr.~ des 


particularly from outside the group producing it. But right 


ignation is a really “loaded” signifier in our culture 
Mike D.: Do you consider your work to be pretentious? how. it’s just become a battle: the older generation versus 
Mr. K.: [laughs] Sometimes. probably. Yeah. I suppose the younger generation. 


Mike D.: What about LushUS? 7 
At the AIGA conference in Miami the general “vibe” I was 
¢ context. It was done for Fuse magazine! 
picking up was that Rudy VanderLans. David Carson. Ed 
and Phil Baines was the editor of this particular issue. It was to address a particular idea 
Fella, Jeff Keedy, or - a handful of five or six people - are 
about the Industrial Revolution and exuberance. So I designed it to answer that brief. If 
perpetrating this hoax on graphic design and diverting it 
was like an assignment. If you read my essay that went with it, and if you read the essay 
away from its original (classical) path - which is 
Phil Baines wrote and saw it in the context of the Fuse typefaces, you would understand 
Fidiculous. But they think there are a few of us foisting this 


Mr. K: That typeface was done in a very spec 


completely what it was about 
Stuff off on our students. as though our students come in 
But of course most people didn’t do that. Instead. what happened was that they just saw it s : 
: ‘baying. “We want to study Paul Rand” and we're saying “No. 
in this Dutch book and said “God, what an ugly typeface.” I. of course. as a type designer, 
; hho. you must do weird typefaces on the Mac and screw 
don't have any control over what people actually do with it. nor would I want that kind of 
them all up.” There are designers who actually think like 
control. Actually I thought the Best Book design looked pretty good. but I tend to think 
hat: it's kind of pathetic. In fact, exactly the opposite’s 
most things set in one of my typefaces look good. é 
: appening. The students are coming in on computers right 
The weird thing about Heller's “Cult of the Ugly” article for Eye is that he talked about me hn . e - 
: 'on day one. wanting to do all kinds of crap. and we're 
as if he were showing my work, which he wasn't, He probably mentioned me as a repre . 
: ying “No. no. you have to know about history, and you 
sentative of this kind of work. because I'm the director of the design program at CalArts. |e : ee 
: ave to think about the culture you are functioning in. etc.” 
That's the other thing that happens: you just get lumped in as if you're all the same. whe 
ut it works well for the older designers to think the way 
in fact you're not. It happens at Cranbrook. it happens everywhere. When I was a student 
hey do. because it means they get the last word. That's 
at Cranbrook, I didn’t consider what I was doing the same as what my classmates were do. a 
: bomething each generation always does. you know: 
ing. And I know the students at CalArts don't consider their work as being all the same. et e G x uy 
Everything went to hell after me.” 
Hike D: Obviously. a generation gap exists. but do you think 
part of the debate is one of street smarts versus academia? 


ther. 
Mike D.: Steve has written quite a bit about graphic design over the years and 1s actively involved) 
with many aspects of it. Do you really believe he was out of his league in this instance? 


Mr. K. Yeah, of course. We have a situat here you 
Mr. K: Yes. definitely. His area of expertise is really the past. He usually writes fairly well Bub ee 


ave people with MFA: 
about history because he does his homework or he has some one do his homework fon | PoP’ ™ eae oe hem peoels enemas 


have had some graphic arts training. but little academic 

Iraining. design or otherwise. So that 

offer very little insight or fresh perspective, and when it comes to contemporary work, he. ges Ue SOG ty 

- how people define their relati 

hasn't done his research, Obviously, he illustrated the “Ugly” essay with stuff that just ©” Bee ere em Pree tTee ane 
that creates tension. 

came across his desk. Had he bothered to do the research, as he does with his historical Mike D: What, specifically, do you t 


his overview? 


him. Sometimes he writes what are basically book reports. which aren't very in-depth ani 


nk Steve 4s missing in 
essays. he could have given a very good and insightful critique. But what he gave instead 
Mr. K: Heller's biggest mistake is the biggest mistake a lot 


pf his pals - the good old boy network in New York ~ make. 


They believe in this Paul Rand notion of timelessness and decontextualization. that there's a kind of supra-design that is 
appropriate and “good” for all cultures at all times in alll places. Which is baloney. especially nowadays. They look at 
something that Allen Hori. a young gay Asian-American. is doing in a graduate school experiment. and try to understand 
that as equivalent to something a 55-year-old New York Jew did for a corporate identity. It’s apples and oranges. And 


they keep doing that all the time. They repeat the “form follows function” mantra, while completely ignoring context. 
Mike D.: So this debate 1s a multicultural issue? 


Mr. 


I think that's part of it. American graphic design was very much defined by European Modernism, so that became 
the yardstick of what's good. The clash between that ideology and American eclecticism has gotten much more complex. 


z where we find there are many. many audiences to address. And 
for some people. this is too much to grasp. You can no longer 
simply assume you know the rules by which all things are 
judged. 

So, in that sense. it is a multicultural issue. You could also use 
the term “multi-audience.” because it also has much to do with 
the different avenues open for design along the information 
superhighway, from limited edition letter press books to CD- 
ROM. It doesn’t seem sensible to have one overarching ideology 


that’s going to cover the whole gamut 
Mike D.: In what sense is the “ugly” question also a coastal issue? 


Mr. K.: Part of the problem is that design publications are usu- 
ally based in New York, and the bias is very strong. Even when 
they do the occasional piece on West Coast designers, it’s done 
with the point of view that it’s outside of the canon. 

For example. the Eye magazine issue on American graphic de- 
sign (N08, Volume 2, 1993) edited by Steven Heller. featured 
only writers and designers on the East Coast. I wrote a letter. 
which was published in Eye NOLO, in which I said: “The issue 
‘on American design was unusually inclusive for Steven Heller. 
It included a Canadian (an honorary American?) and a design 
office in Boston. Usually Heller doesn't acknowledge anything 
past the Hudson River. unless. of course. he is talking about 
ugly work. then it’s everything on the other side of the Hudson 
River. Please inform your European readers that there is new 
and interesting work being done in places like Chicago. Min- 
neapolis. San Francisco. and Los Angeles. But you'll probably 
have to get someone besides Heller to tell them about it.” But 


Rick Poynor deleted that paragraph. 
Mike D.: Why was it left out? 


Mr. K.: I don’t know. Knowing Poynor, he probably thought it 
was just too personal. He's a good editor - he publishes materi- 
al that’s controversial and thoughtful. that stirs things up a bit 
~ but he does have a tendency to be heavy-handed. He wants 
to “save you from yourself.” He doesn't want you to say any: 


thing you'll regret later. 
Mike D.; How did Steve react to your comments? 


Mr. K: He faxed a response that said something like. “I'm send- 


LushUS. Poster. Published by Fuse magazine. 1992. 


esigned by Mr. Keedy. ing 2 message in a bottle across the Hudson River to you.” I 


LushUS is the typeface that inebriated itself on exuberant excess, then told history to go fuck itself. Born an illegitimate typeface, the result of a repressed Victorian orgy whose 
participants were Egyptian, Tuscan, Ornamental and ... who knows what else, LushUS was banned from the Typophiles Club for explaining in depth how to insert a crystal goblet up 
‘one’s backside, to reveal rather than contain the beautiful contents. Obviously, LushUS is tormented by a desire to be what it knows it can never be — modern! 

— Mr. Keedy 


don't think it bothered him. I was being a smart ass. and he was giving it right back, and that was the end of it. 
Mike D.: Do you find. now that you've talked with Steve. that he has less reservations about your work? 


Mr. 
him is that he’s actually going to get to know these people and what they're doing and realize. in fact. that he doesn’t 


‘eah. It’s like with most things: the more you find out. the more sympathetic you become. The biggest danger to 


have a problem with 
Mike D.: Why do you say “danger?” 


Mr. K.; Because he'd no longer be able to make those glib statements once he got to “know the enemy.” as it were. He 


enjoys this adversarial position. It makes it fun for him. g 
Mike D: Do you see a danger if this “ugly” code. this language. 1s adopted by the mainstream? 


Mr. Kz Ugly and beautiful have always been mainstream ideas. What the mainstream does, it just does. I don't know 
how you could. or why you would want to control it. 

There was the idea in Heller's article that it's okay for a few people to do this work because they understand it and 
they will be a “blip in the continuum of graphic design history.” But he doesn’t want a bunch of people imitating them 
with “style without substance” because that will “diminish all design. That way of thinking about the evolution of style 
in culture - as a controlled linear progression of mostly “great white men” is too simplistic. 

Now we have the older generation of designers wishing this would be over. like a bad dream, and we'll all throw our 
computers away and go back to the European Modernist (classical) ideal of what's good and bad. Then on the other 
hand, you have the younger designers who know clearly that this is not going to happen. But they don’t know what is 
going to happen. nor are they eager to posit an agenda as to what they think should happen. I think there's a lot of 
trepidation on the part of the younger generation. given the current situation. 

It's a difficult moment now but I hope we're at the beginning of the complete breakdown of the idea that one par- 
ticular ideology should reign supreme for the whole design community, There's going to be a bit more of this “tit for 
tat” going on for awhile. but I think this marks the end of the situation as a problem to be solved. We're easing into a 
point where the designosaurs are going to at best. give in. and maybe be a little more generous toward the younger 
generation. or at worst. go into a bitter retirement. 

And what will happen - or, at least what I hope will happen - is that everything will be allowed. There'll still be the 
classicist. there'll be the experimentalist. the this. and the thar. And. they'll begin to sort themselves out according to 


mutual interest ~ and support each other. rather than wage this senseless battle for superiority. 
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DEAR EMIGRE 
that | received last week. 


doesn’t signal the decline of 


forward all the time. 
] hope you don’t get nee 


that you're going to keep up the 
great work. 
Helsinki, 


RIKARD LASSENIUS 


Finland 


ogag ENIGRE \/have beeh focusing on intuitive design 
—for the past 15-yeats and it\has been only within the last 
hree years that } have come to a new understanding 

f intuition and quantum esthetics: The reintroduction of 
“spirit” as April Greiman puts it; the life-force that the 
orld so desperately needs. The person who set me on this 
path was Fritjof Capra in the late seventies. His epic work 
of 1982, The Turning Point, gave me insight into 

the stale position of Modernism and its search for truth 

in the form of logic. In 1990, | read The Presence of 
the Past by Rupert Sheldrake, a biologist exploring 

the frontier of morfic fields—their resonance and how we 
interact with them. In his book, he points out that our 
brains and genes are overrated; that the information re- 
garding how we are shaped and our instinctual behavior is 
not in our genes and that memory does not necessarily 
reside in our brains, but instead, exists outside us in the 


form of morfic fields that we can access. THAT BLEW. 


ih 


I'd like to thank you for the wonderful Emigre book 
It’s great to have 4 
found the money to subscribe to your mag. 


concern: as it often fe aoe Se cE a ag the boo 
For example, when musicians start looking b ei 
careers in their interviews and saying how great they were 


back then, it usually means that their “creative flame” has 
gone out. Miles Davis ag of back; he kept pushing 


this comment. It was just ae a” W 
that came to my mind. I’m convinced 


Wan ] havenjt 


fave only one 


RIT 


TO EMiIGRE 
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| ied 

| eyes and simply apply their indchani¥ticlview 
of life wherever they go. While working 
on decoding the “cultural DNA of graphic 
design,” i.e, the value system of graphic 
design in society, in order to understand its 
goals and what it seeks to optimize, | 
discovered Emigre! Exactly the influence | 
needed at this stage, influence in the form of 
sometimes brilliant examples of decoding, as 
well as typefaces with Humanist values and 
very informative views from other designers. 
Your influence has already helped me produce 
work that is more inclusive and less Euro- 
centric of nature. Your fonts are packed with 
Humanism or “Umbuntu” 
is needed to change the face of the Nation- 
alist-Socialist period we have had for 45 
years. We can reintroduce Umbuntu 


in Zulu, exactly what 


ALL THE COBWEBS OUT OF MY NEURON({RCH this country so badly needs, 


CELLS! lt had a profound effect on the way } 
thought about life and gave me, for the first 
time, a clear understanding of Africa and its 
“spirits.” According to Sheldrake, the spirits are alive 
and well; the Africans access morfic fields for consultation, 
which they have always done before taking a serious step. 
Africa has always been a holistic country in the same sense 
as the Far Eastern countries. That is why the First World could 
never come to grips with the Third World. The Europeans in 
Aftica hardly give any recognition to the life forces that 
govern all our lives. They saw the world through Christian 


sides tolerance, in a cultural 
form. 9 We are in a unique position in 
South Afri€a. In addition to being the last 
white colonial settlement in Africa, this is the 
only place in the world where there is a very 
sophisticated and strong First World presence 
that co-exists with the Third World. From this 
position, ] explore the fusion between Africa's 
rough and naturalistic esthetics with that of 
the First World. | am trying to eliminate the 
strong presence of Eurocentricism from my 
work without compromising my esthetics. 


THE MAJORITY OF SOUTH AFRICAN DESIGNERS ARE STILL PRACTICING 
| MODERNISM, THAT NON-EXPRESSIVE INTERNATIONAL STYLE THAT 

CLUTTERED THIS PART OF THE PLANET, AS WELL AS OTHER PARTS. 
| 


(Not to mention the Neville Brody clones and the embossed, velcro-printed, die-cut, UV-varnished, pulpy 


& la Duffy Group” jobs that are so sensual that | feel the work could pass for braille. Ironic that people 
can still find money for those sumptuous 3D productions in a country that has become so poor and has a 
huge unemployment rate!) 


One of our advertising agencies, Hunt Lascaris TWA, has broken new 

ground in advertising, creating a new form 

of advertising that works where the First and 

Third World meet. | feel that is why they were 

voted the best agency in the world last year 

(they also bought Roetnedy and Metion) 

Furthermore, they have been appointed as 

'ANC's agency (Nelson Mandela's party) for 

the April election. ] The journal, Image 

'& Text, is a brave effort by Professor 

Marion Southoff of Pretoria University to 

ereate our first platform for graphic 

\ designers. On pages 20-23 is an article } 

' wrote and produced on Deconstruction, based 

H on my understanding of this subject, filtered through some 15 years of cultural isolation. Jam 
situated in Johannesburg, where 52 % of the GNP of South Africa and a high percentage of the commun- 
ications industry, possibly as much as 65%, is produced. Timing for the release of Democratica 
couldn't have been better. When | read the article by Miles Newlyn in Emigre #23, and saw the drawing 
of the table with the prototype Democr atica it struck me that we have the biggest 
conference table in the world at the moment. It could seat about 400 

| and was home for 26 political parties for a two-year negotiation period, 

| cencerning our future and 

j emocracy. That is why | felt it 


e very good idea to include Democratica in 


UMAGE AND TEXT JOURNAL, INSIDE SPREAD DESIGNED BY JAN ERASMUS 


Democratica 
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PROTOTYPE FOR DEMOCRATICA, DESIGNED BY MILES NEWLYN 
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bowled me over. ° is exquisite. ] have used 

it in a piece that was created against the 
ackdrop of the paradox that | see in the 
ork of the churches in South Africa. The 

Christian Church was instrumental in the 


manipulation of people's minds during the 
apartheid cra to justify the Christian 
Nationalist-Socialist government's position. 
Now they are doing the opposite: peace and 
econciliation, trying to undo what they have 
one. When | saw a sculpture carved in wood 
y a Black Venda Musician, it just summar- 
ized Missionary as a typeface for me. 
Please ask guest editor Gail Swanlund if she 
thinks ] am doing “Underground Matriarchy” 
er “Neo Ego” work? My first real influence 
was Wolfgang Weingart in 1975. 1 will 
keep you posted from. i war 7 


EMis rat 


HES Ne 
YP our} ng oil on th Ae 
4. JAN ERASMUS 
Harass tee South Africa 


LETTER TO MR. KEEDY IN RESPONSE TO HIS ARTICLE, “THE 


RULES OF TYPOGRAPHY ACCORDING TO GRACKPOTS EXPERTS, 


IN EYE MAGAZINE, NUMBER 11, VOLUME 3 
DEAR JEFFREY, We hope all is well with you and Caryn. } 
can all too well imagine what you're going through after 
the earthquake. All} can say is hang in there. Perhaps a 
little philosophical distraction will do you OOd. 
1 enjoyed reading your article in Eye. However, I've been 
kept awake by your statement “There exists no DG type, 
just bad typography.” It was curious that Matthew Carter, 
in the same issue, stated nearly the opposite by saying 
"There are graphic designers who are capable of making 
any typeface look b@d,” which, to me, sounds a bit more 
realistic (or is he saying the exact same thing, only from 
the perspective of the type designer?). It doesn’t really 
matter who's right or wrong though, because when you 
think about it, both statements mean literally 
nothing since neither you nor Matthew 
explain what is meant by “good” or “bad” 
in regard to type and typography. This reminds 
me of when Steven Heller kept using the words “ugly” 
and “beautiful” to explain the virtues of Paul Rand's 
designs versus those of others. To continue your line 
of reasoning, I'd like to add that there is no such thing as 
ji (or, 


bad typography, just bad ae Os 


r beter yet, 


cisely, ineffective communication). 


yet another while remaining emotionally 
detached. ed 1 think what graphic design 
needs is writers that can write lyrically about 
typefaces and design, much like Byron Coley, 
Nesbith Birely, and Gina Arnold do in the 
world of pop music. It would be much more 
interesting (but pechaps more difficult) if you . 
could explain the qualities of some of the 
fonts you included in the article, beyond the 
fact that they break rules, and beyond the fact! 
that they can possibly be used appropriately. 
As it stands now, you're getting frighteningly | 
close to saying (no doubt unintentionally) that! 
the featured fonts have no inherent qualities | 
whatsoever. This implies that there were no 
criteria when you selected the fonts shown, 
and that any font would have been similarly 
appropriate to show in this context, as long as | 
it broke the rules, which is no great compli- 
ment to the designers who worked on these 
Also, it was unfortunate that the 
layouts in Eye looked as uninteresting as they’ 
did. Although this was not your fault, it did | 
support your claim in an awkward way. The 
article would have been greatly enhanced if 
you had shown examples of rule-breaking; new} 


fonts. 


th ere is no b a d communication typefaces used DOdly with explanations of 


just bad I 
bad ideas, just stupid 
But we too often rely on théSe philosophical exercises 
explain our convictions, countering one clever quote with 


MR. KEEDY WRITES TO RUDY VANDERLANS 
pear ruoy. Thanks for the letter 
about the Eye essay. The fax was 
temporarily down due to repairs | 
at the school. We haven't talked in 
a long time because the quake has 
made extra work for me at school 
and J have been pretty busy with 
my own work lately. So here is a 
long letter to catch up. First, 
my response to your letter about 
my type essay in Eye magazine. |] 
found myself in complete agree- 
ment with Matthew Carter; | agree 
that there are designers that can 
make a OO typeface look 

ad. Iwas merely stating a sim- 
ilar idea in the affirmative: that 
there are designers that can make 


ideas; or, there are n 
people 


fwhy you considered the typography “bad.” 
°@ 1 hope the above doesn’t sound too criti- 
‘ ca! 
to explain convincingly what | think is JOOd | 
design. RUDY VANDERLANS 


. Some of it comes from my own frustration 


FYE MAGAZINE, NO. 11, 


VoL. 3, INSIDE SPREAD 


any typeface look good, thus there is no such thing as a bad typeface, 


just bad typographers. g) ] did not go into anexplanation 
of what “bad” was betause | was saying there is no such thing 
as “bad” in relation to type design. This does not exclude the 
possibility that in context, some typefaces might be better than 
others. Just because | discount the simplistic idea of “bad” 
does not mean that | discount the possibility of quality. 


ex) As far as countering “clever” quotes with “clever” quotes of my own, | guess J can't 
help myself if ] am a “clever” guy. As far as being emotionally detached, | have been 
told by more than a few people that my writing sounds too angry. When it comes to writ- 
ing criticism for pop music or design, the more “lyrical” the prose is, the more it is 
about the writing itself and not the subject. My criteria for the fonts that were shown 
were simply that they were the most representative cross section of fonts that |] could get 
my hands on that had not as yet been published. However, one font } really wanted to 
include, Keedy Kanji, was omitted by Poynor and it would have given some substance to 
my claim about the importance of multiculturalism. Also, the typeface Kosmik was not my 
choice and different versions of some of the typefaces were submitted by the designers 


than the ones } originally saw. Eye is not 
like Emigre, } had no control over the 
design, and the editing was somewhat 
heavy-handed. Overall, ] was happy with 
how it came out and stand behind it, come 
what may. 1 think the biggest failure of 
my essay, as you rightfully point out, is the 
fact that | didn't really talk about the new 
typefaces. Although the title does not real- 
ly suggest that the article is about new 
typefaces, the example certainly suggested 
it. lt was a deliberate decision on my part 
to let the readers draw their own conclu- 
sions about the merits of the typefaces. 
Perhaps ] should have extended the article 
to address the typefaces specifically. 
Sooner or later, } am sure someone will 
start writing about the new type, probably 
better than ] can. 9: think it was more 
important to rethink some of the old biases 
that prevent many designers from even 
considering new type. Perhaps | think 
these old biases are even more 
entrenched than you do. Mostly, | just 
wanted to discredit the simplistic, funda- 
mentalist thinking about type (“good” 
and “bad”) that stands in the way of cre- 
ativity. ] was more interested in breaking 
down biases 2605 than cre- 


ating new ones. As for as the issue of EMIQLE Mike Dooley is 
working on, | really wish he had simply written an essay as planned, because if | 
fam going to have an interview in EMIQME, } would rather be talking about 
komothing more interesting. The whole Heller/Ugly debate seems tired already. 


| 
| 
DEAR EMIGRE 


the hard cover jacket, just 


bought a subscription to Emigre 
the magezine, All} saw was your 
Jogo with the hat and | liked itt 
} cecoived my first copy 
Yesterday (The Designers 
Republic), and ceally enjoyed 
it, I hove subscribed to other 
‘graphic magozines, but Emigre 
Is the first one | ever read! (1 
hormally only look at them). 
Kongratvlations! And 
hank you for the power you give 

1¢ fo go on with my work. 
CHRISTINE ACHEROY 
(a designer lost 
Somewhere in the 
Canary Islands), 
Spain 


DEAR EMIGRE 

Fiest of all, 1 would like to say! 
keally enjoyed Emigre (The 
look). | ordered the hard 


cover version, | really didn’t 
expect the format; | was 
expecting the predictable 

| hard cover book, but | should 
have known that since it wos 
‘an Emigre book, | should have 
expected the unpredictable. 
And when | saw the book, it 


greot, outstanding. The only 
thing | didn’t like about the 
book was that it didn’t show 
more artwork from all the 
issues. But overall, I'd 

give ito "LO" ond would 
highly recommend it to 
young designers. 

DEAN KAGEMOTO 
Honolulu, Hawaii 


DEAR EMIGRE. con) 
start by saying, “Emigre, 1 do 
like your magi 
be called that; it's more a 
piece of damn fine design. 
Issue #29 had me going back to 
the library more thon once. The 
Designers Republic did you 
proud, brilliant. Cen you tell 
me if you are going to export 
Emigre to other places in the 
UK besides London? Ast 
‘om o graphics student, 1 cannot 
afford to subscribe (it hurts me 
to say that), so | rely on the 
library, but as @ devoted fan of 
The Designer's Republic, 1 
really need my very own copy 
of #29. | will save my pounds, 
ready for the pilgrimage to 
Virgin. As Woyne said, 


ine"? If it con 


was just great! the size of it, “JT WILL BE MINE.” 


‘One last thing: Have you 
ever thought of doing an article 
on Anton Corbijn? | feel he 
would make your pages burn. 
RICHARD HALE 
Southampton, 
England 


mR. KEEDY continues: The Designers Republic 
issue is great. Like Malcolm, |] am a big fan. 
But | found Jan Anderson’s (faux?) naivete 
and aversion to criticism a bit troubling (is 
that why you called out the Heller quote in 
the back “...too superficial in our under- 
standing of what we do and its consequen- 
ces...”)? ] guess ] worry that since “there is 
no hierarchy in the Age of Plunder” and 
“whatever captures the imagination in a 
split second is what's important,” DR will 
appropriate the swastika because it is a 
cool-looking symbol and if anyone can make 
it look even cooler, DR can. a Jan Ander- 
son wants to be free to manipUlate cultural 
iconography without any responsibility to 
anyone but the clients he serves—sounds like 
a good soldier who is only following orders, 
the classic defense for irresponsibility. It is 
ironic that someone so savvy about pop-cul- 
tural context will only accept a critique in 
the narrow confines of the designer/client 
context and not the designer/pop culture 
one. After a decade of watching the 
Japan . appropriate western culture for 
their own means, it is interesting to see DR 
appropriate Japanese culture with the same 
flagrant disregard for context. Although it 
would be nice to see this as some form of 
international unity, it seems pretty obvious 
that the main motivation on both fronts 
is consumerist greed. The marketplace is 
always hungry for new images and 
it is easier to pick them up ready- 
made from some “other” market 
and re-present them. This kind of 
"graphic Imperialism” requires that 
one not be too familiar with the 
indigenous peoples of the culture 
one intends to pilfer. If Jan had 
gone to design school, he would 
have learned that borrowing form 
while being oblivious to content is 
o “timeless” design tradition, but 
‘@leT'’s’| to boast about. 


@LE IT. 


DESIGN’S PAST, BOTH HIGH AND 


LOW, IS PRETTY MUCH USED UP BY 


THIS IMAGE-HUNGRY WORLD. 


What's left, besides mid-cult (middleclass 
consumerist culture) of the 80s and Japan, 
that hasn't already been done to death? | 
suppose Steven Heller would like us to head 
back to the “classic” era of the 70s: Rand, 
Glaser, Vignelli, etc. and given a total fail- 
ure of imagination, that is probably exactly 
what will happen next. Most likely, in 
the next couple of years, esigners will 
start appropriating The Designers Republic 
style (thanks to Emigre). Appropriators 
hate it when they are appropriated (ask 
Tibor). Then DR will have no choice but to 
figure out what the present looks like. If 
they do that, then J will really love my 
Designers Republic; it’s so cute it kills me. 


HAVE 


- KEEDY™ Los Angeles, California 
P.S. What's with that now typeface, Narly? Have you and Zuzana 
been growing magic mushrooms in thet garden of yours? 


DAY. 


vear ewrcae. ] jUSt Came across your Some 
winter jssve featuring The Designers 
Republic, My impression was, Of 
course, that the products of DR are 
ay and eclectic at a level unusu- 
a or the UK. However | found 
two fundament€l weaknesses in 
noe Boson. The interview: 
cues ere worthy and 
caries ‘hey came dcross aes 
smug and somewhat stodgy in 
their thought Danerns Without 
hip or charm, That made me 
per « about the work. It’s proba- 
bly t roduct of the ease with 
which the Mac ee find a “good- 
Jae Ing 9, “image | for He qesigner: 
early a e work displays 
A? of the big drawbac, Sgt i! 


screen saree Boe ofa 
est it 


sense 0 ravi 
more serious 
may seem. Add fo ans not being 
cul ih Bet anchore one a up 
it ormula: Pre makin eg er- 
e lan ud 
oesn 


s ~ 
digital 


design. 


graphics, 


ro FAVORITE ISH 50 FAR! GULP 
Keep up The FUCKING CREDIBLE 
ruayy Tank YOu! ¢, 


forme er pois using 
DISAPPOINTING. 
WE NEED SOME ee 


GiLLiAN wise Paris, France E 


FROM: MARCOX FROM: DEREX ee FROM: CHICAGOROB 


SUBJECT 
BOOK/SAMPLER 
FEEDBACK 

las much es | dug the book, 
the CD was a big disappoint- 
iment. Most of the tracks 
boomed kind of unfocused 
{and/or contrived (especially 
the Supercollider stuff). And 
hitver buying BavsKeud! 
pnd release (not on Emigre’s 
Habel, 1 know) ond listening to 
Mc. Ivey's labelmates, I’m 
underwhelmed. 
pe 


FROM: GEORGE C936 
SUBJECT: GREAT BOOK 
TO HAVE 

What con | say?! This is protty 
jnuch the book I've boon wait- 
ling for :-). } especially like the 
sections whore Zuzana talks 
bout her mindset on type 
design. it's also nice to see 
some of the older work done by 
Rudy. One complaint though: 
the Doluxe Special Edition’s 
hard-box cover is yollow in 
color, which scoms kind of 
strange to go with the book's 
bright orange cover. What do 
you think? The Emigre Sampler 
€D 2 is great. | think if ix more 
diverse, in torms of different 
stylos of music, than the first 
one. One final thought: 

Buy the book (and read 
it!) it you ore a designer or 
if you want to know more about 
today's graphic design. 


SUBJECT: ACROBAT 
How about moking available 
text files of past articles to 
download? I would like to 
read the interview with 
Spickormann in Emigre No. 18 
and old interviews with Keody 
i and the old 
Cranbrook issue but (I know 
you've heard this before) 1 
don't want to pay $50 to do so. 
Perhaps you could even make 
page spreads avoilable in the 
Software Library, Adobo 
Acrobat or Common Ground 


and let us download them. 


FROM 
SMOKINJ@EWORLD.COM 
SUBJECT: DESIGNER'S 
REPUBLIC 

Thanks for letting the 
Designer's Republic take 
control of your latest 
mogozine. It was the coolest 
issue to date! In fact, 1 am just 
about to order another issue so 
1 can cip my fist copy aport 
‘and plaster it all over my 
‘opartmont as a local tribute to 
The Designer's Republic! 

Just found out today that you 
have @ now First Class B85. 
Con’t wait to try it out, consid- 
ering | have ono myself. Keop 
up the good work! 

P.S. When is 

Zuzana creating 
her first font for 
the Newton? 


SUBJECT: ONE 
BIG PROBLEM 

What's up with 

trendoid Zuzana Licko’s | 
reluctance to design | 
ponts containing a 
proper apostrophe and 
quotes? I was all set to | 
purchase Matrix Script, 
but the beauty of the 
type design couldn't 
compensate por the 
hard slashing quality 

of the foot mark. Good | 
typographical consis- 
tency vs. a personal 
statement makes it 
difbicult to justipy the 
purchase of quality 
type for communicative,| 
readable work. My 
clients are open to an 
odd color mix or a rude 
typographical treatment 
every 40 often, but the 
slight irritation is just 
too much, especially 
with a nice face like 
Matrix Seript. 


ALWAYS BEEN THERE 
ALWAYS WILL 
FOR “SMART QUOTES" 


” - option ~ shift + { 
‘©. option * { 
? « option * shift + } 
* - option + } 


POSTED ON AMERICAONLINE 


He said What? 


“There simply aren’t as 


many Grand Dames’ 

of design with which 
© to star-stud a program’? 
! What do you say? 


femail:gdames@minerva.cis.yale.edu 


FEMAIL POSTCARD, FRONT AND BACK 
pesvaneo ay Lita AsnwonTH femail 


He said what? 


DEAR EMIGRE, My name is Lisa Ashworth. I'm currently finishing my last 
emester in the Graphic Design Department at the Yale School of Art. 
‘email was created in conjunction with my graduate thesis: "Women, 

Design and Activism: From Victims to Victors,” and in response to the 

reactions from the “Living Contradicktion” poster designed by "Class 

|Action,” an organization at Yale of which ] am a member. + If you 
attended the AIGA conference in Miami, you may remember this poster,| 
which addressed the “contradictory” ratio of male to female speakers. 

The poster and its message was acknowledged, yet the reactions were 

mixed. While many members felt it was about time someone spoke up, 

pthers felt: “counting” was ridiculous, women should “ask” if they want 
to be represented, and finally, “posting messages” is no way to affect 
change. ] found these responses so ridiculous, especially Mike Hick’s 
comment from HOW magazine [-THE AIGA IN REVIEW.” HOW, FEBRUARY 

1994]. The fact is the poster made a point and in order to do that one 

{cannot always play by the “rules.” 9 1 am writing to you for two rea- 

Sons: First, in response to Emigre’s “Broadcast” issue, Gail 

Swanlund writes that she resents having to deal with being identified 

fs a “woman” designer and doesn’t want to think about gender and how 

it relates to the design field. While | understand her point of view, } 
also find it disconcerting. While } maintain that issues of gender have 
no relationship with the formal issues of design, ] question why there is 
so little “visible” representation and leadership if women represent 60-70% of the design popula- 
tion. I'm sorry that Gail is feeling a little irritable, DUt SO am J. untess 
women assume responsibility and take action we will continue to be, what Jennifer Morla terms 

(SEE JENNIFER MORLA'S LETTER N?3 AT RIGHT] the “majority minority.” +9 Second, | would like to pro- 

pose an idea for Emigre to publish (perhaps in an issue about Yale grad students in the Graphic 

Design Department, hint, hint). 1 have sent out 500 of the enclosed postcard (see POSTCARD NOL 

ABovel and am currently receiving some pretty juicy responses. | would like to design a spread for 

Emigre that documents “Femail.” If you are at all interested, | would be more than happy to send 

you some sketches. In the meantime, } have included Femail’s mission statement and my intentions. 

+a Femail is an open alliance of graphic designers gommitted to affect- 

x ing change in their professional community. cree as a group to 

discuss issues ee salary, representation and leadershin: 

| Femail works to break down established barriers and create 
access to positions of power in the design community 
Its premise is simple but powerful: through shared experiences, ideas will devel- 2 
op and action will be planned. Femail is a network (on the Internet) where women designers 
work to support and advance one another. +) What | am initiating is a network where women meet 
on the Internet and have discussions about how change can take place. Because the notions of 


LIVING CONTRADICKTION POSTER 


DESIGNED BY CLASES ACTION (THE ART COLLECTIVE FOR COMMUNITY ACTION) 


a second postcard that males will receive. Lisa ASHWORTH New 


Haven, 


Connecticut 


POSTED TO FEMAIL, IN RESPONSE TO 

“GRAND DAMES” POSTCARD vo 

pear remaiL, A myopic vision of reality, to 
say the least. Clearly a case of perception 
vs. reality. Could it be because they (we) 
are not as visible? Recognition is achieved 
through an articulation of ideology, con- 
cept and form. The forum for this exposure 
is often speaking engagements at confer- 
ences. A bit of a “Catch 22,” wouldn't you 
say? ff “Grand” is a reputation deemed by 
others, and unless we (meaning both male 
and female designers) make ourselves, our 
work, our thoughts, be seen, read and 
heard, women will continue to be the maj- 
ority minority. Oh, and by the way, were 
those the “Grand Masters” of design speak- 
ing in the main auditorium in Miami? } 
think not. Jt’s time to open our 
eyes; we are not invisible. the 
AIGA has a responsibility to look harder. 
JENNIFER MORLA AIGA 


“private” and “public” have always been paramount in women’s issues, | IN REPLY TO LISA ASHWORTH'S 
find it extremely interesting that the Internet can become a forum where LETTER TO EMIGRE 
women can share ideas and experiences privately, yet a larger audience QO: EAR LISA ASHWORTH. If you want 
can have access to them. These discussions will eventually lead to a mobi- to be featured in Emigre maga- 
lized support of women in design demanding change. Whether action zine, you'll have to show us some 
takes place in groups or independently, Femail is a place for suggestions, incredible graphic design work. If 
advice and results. + 1 am currently working on a second postcard that we like the work and if there are 
invites men to participate in Femail. Although this is a network for women original ideas there, then we'll 

in design, | do not want Femail to become exclusively female. I’m not sure show it, and we'll talk about any- 
about the role men will play in this project, but 1 do feel strongly about thing you want to, including 
including male designers. The reason men didn't receive the first postcard Femail. XK Emigre did not attend 
is purely economic. } had limited funds and felt that | first needed to the AIGA conference; we're not 
address the female audience. ] am now in the process of putting together even members of the AIGA (we 


don't even consider it an honor to 
be invited by the AIGA because 
often you have to pay your own 
way and the honorariums are 
ridiculous, if any at all). K You 


are presenting an old and tired story. If women represent 
60-70% of the design population why then does Emigre 
receive four times as many portfolios from male designers 
as we do from female designers (and never any from 
Yale)? Why are nine out of every ten letters we receive 
from males (and believe me, letters are hard to come by, 
so we print pretty much anything that's sent to us)? X If 
you want to “make it” in the graphic design community, 
you're going to have to make graphic design, and make 
lots of it (or write about it, if that’s your thing). If you 
want to be invited by the AIGA conference, you're going to 
have to do some serious networking and self-promotion 
and spend astronomical sums of money on submitting your 
work to design competitions. You're going to have to make 


appointments and show your portfolio to graphic design 
editors, such as Chee Pearlman at /.D., or Laurel Harper 
at HOW, or Margaret Richardson at U&Ic, or Carol 
Stevens at Print, or Carol Wahler at the Type Directors 
Club, or Nancy Aldrich-Ruenzel at Step-By-Step 
Graphics, or Anne Telford at CA. Or get to 

know Caroline Hightower, the director of the AIGA, or 
Ellen Lupton at the Cooper-Hewitt, or Laurie Haycock at 
The Walker Art Center (Hey, did you notice, they're all 
women in leadership roles?!). One way or another, you're 
going to have to pay your dues. April Greiman did, Rick 
Valicenti did, Jennifer Morla did, David Carson did, Paula 
Scher did. All these designers are fantastic promoters of 
their work. That's how you'll get noticed and become part 
of a professional community and get invited to talk and 
what not. Show me one designer who has done all the 


A 9 TO 5 DEAD-END PRODU 


JN REPLY TO Lisa ASHworTH’s LeTTERO@@ ro EmMicRe 
DEAR LISA ASHWORTH. Get over yourself, girl! Honestly! Now I’m really getting more 
than a just little irritable. The “Grand Dames/Contradicktion” postcard announcing 
the new Femail BBS leaves me with that “not so fresh feeling.” Hasn't this same old 
road been trod down enough already? (At least the Guerzilla Girls and the riot 

Gg: et al, have a sense of humor!) $4 And you know, | have to agree with Mike 
Hicks that there really haven't been that many "Grand Dames" of design! In fact, | 
can count them all on one hand—April, Sheila, Kathy, Lorraine, Zuzana..,yeah, is 
that ALL? And sure, | do a mental tally of how many women speakers are included at 
design events, competitions, profiles, etc. But so what. Get over it. It was a great 
awakening for me to realize that for whatever reason, ] wasn’t going to find many 


professional women design role models. (SQ MAYBE I SHOULD! BE 
LOOKING TO, SAY COURTNEY LOVE oR QUEEN 
LATIFAH OR KATHY ACKER?) sew that it was coally up 


to me and my friends to start creating role models for ourselves. €4 And yes, } do 
resent having to think about the whole issue of being a WOMAN in design (eyes 
roll)—I'm already at the edges of the design world, do | want to further marginalize 
myself? What does gender have to do with design issues? ] really want to be known 
as a designer. Period. Hopefully a gOOd designer, But not just a WOmanN designer. 
That's just such an easy label to tag my work and | don’t think it’s fair to see it 
exclusively in that light. I've worked too hard to make a passionate statement 
through my work and lifestyle to have it be seen through one filter, not to mention 
that mainstream feminism completely lost touch with us somewhere along the way; 
no longer representing how we think and feel. (This doesn’t mean that I’ve turned to 
the ranks of Katie Roiphe or Camille Paglia or that icky Naomi Wolf for shelter and 
solace, in case ] am already being pigeonholed with their ilk.) U 
i know, | know: The Salaries. The Power., 

e Representation. The hordes of invisi- 


h 
ble women toiling away at their Macs (my pa 


Emilie Burnham says that the computer is the digital sewing machine in the 21st 
century sweatshop). What can I say? /?’s all true. And it really sucks. | wish it were 
different—I'd love for me and my friends to make a million bucks and be fabulously 
famous. It’s just that we (and } include all ambitious young designers) have to be a 
whole lot more pro-active, a whole lot louder and good at what we do if we're going 
to be noticed and acknowledged. So for now, I'm just beginning to learn how to pro- 
mote my friends and myself, how to get my work out there, how to be a designer 


WHERE DO WE GO FROM HERE? POSTER FOR 
THe UNIVERSITY OF WISCONSIN, MILWAUKEE 
DESIGNED BY KERRI DUPONT 


above and was denied acceptance. FHEre are no shortcuts to advancing 
yourself in this profession; AS AN woe WITH 


tight here and now in this world. 
The way to change the salaries, 
representation and take the 
power, isn’t by talking about it— 
we've got to get out there 
and do if: promote our- 
selves and our friends, go 
after the great salaries, 
make cool work, make 
ourselves and our pals 
visible (not a completely altru- 
istic endeavor—promoting one’s 
friends—my mom says, “With whom 
you run, you become.”). It’s really 
groovy to talk about community 
and sisterhood and all that stuff, 
but if we're not producing the 
work and getting it out there, who 
really cares? That's just sitting 
around pouting and frankly, that’s 
not very attractive. Unfortunately, 
school isn’t the best place to learn 
how to really put yourself out into 
the professional design world, 
because most of the teachers 

are so swamped by meetings and 
memos that they haye little or no 
time for their own professional 
practice. $4 | do believe there 
are a lot of great designers out 
there working and it’s only a mat- 
ter of time before the work 
becomes more visible. The faces 
‘are changing; we are the new kids 
on the block. And } hope } can be 
a role model and give a leg up to 


some other young designer someday—] know might seem, the phase “Feminazi” clearly Illustrates how others 


I've been given a lift, a boost (mostly from appropriate language to quickly categorize and shelve complex ideas. 

men! Weird, huh?) when I've needed or asked —_ Ms. Swanlund’s point is well taken, though. Even ] have a problem with 

for one. $4 Anyway, if you are really driven _the word “Feminist” As a label, it's as detrimental as “Liberal” was 

to make a change, to quote those creepy Nike _in the 1988 presidential election. As a concept, it’s as abused as 

guys, “Just Do It.” Bea magnificent presence “Existentialism” in a coffee house. As the subject of a best-selling 

in the design world! Or, "You ain't done nuthin’ book, it’s as trivialized as the word “quality” in a commercial. 

yet.” GAIL SWANLUND Sacramento, +9 And as a matter of legislation, it’s as marginalized as...well, 

California as the gutter of an unopened book. This all being true, | still consider 
gender discourse important and necessary. So rather than aligning 

LISA ASHWORTH REPLIES: First I'd like to Femail with any particular camp of Feminism, it is open to discovery, 


thank Emigre for allowing me to comment —_and not confined to orthodoxy. &# And what are the 
on these letters and Femail in general. The digital dames saying on the Internet? Well, 


response has been great and, as you might many things on many issues too numerous to recount 
imagine by reading this brief sampling of here. | will however share an electronic response 
eplies, mixed. ] asked Emigre to print with you that hits hard on the recurring subject of 


Gail Swanlund’s and Jennifer Morla’s letters role models, leadership and representation (Femail’s: 


in particular because they represent two obsessions, if you will): “WHY IS IT WH EN 
points of view that are not mutually exclusive. 
Their letters, combined with the overwhelming WOMEN DO ‘MAKE IE, ; TH IEN/ ACT: AS 
majority of the other letters, agree with IF THEY HAD NO PROBLEM MAKING 
and/or in some way articulate Femail’s goals: We . . . 
self-determination, networking, high visibility and in mixed coor rhe. turn their 
and action, (Femail isnot about mudslinging DOCKS on the topic of Hagan ae 
end not cforemte cenblenefomsilis | Seg disparitios?” is this anofhec old and 

tired story of not wanting to rock the 


gestions about how the aforementioned goals = 
boat? as of yet | have no reason to love the status quo, sol guess 1 


can be realized...and yes, Femail is a place to 
discuss design). Rudy Vanderlans makes the _©98’t answer this question. You're welcome to reply if you have an 


point that promotion is the responsibility of 
individuals. The principals of Femail are in 
concert with this thinking. As a network to 
help women promote themselves through an 


answer. LiSA ASHWORTH 
PS. Femail has no intention of further marginalizing women. Men are 
welcomed to contribute...as equal collaborators. 


exchange of ideas and advice, Femail aims to 
become a tool for personal advancement. *2 


In response to the “old and tired story” com- HERE ARE YOUR MEANS TO REPLY: 

ment, ] would also have to agree. But then INTERNET ADDRESS: gdames@minerva.cis.yale.edu 
again, so are issues of racial equality and yet AMERICA ONLINE aporess: FemailDsgn@aol.com 
people who work towards resolving such dis- compusery aooress: 74224,2674@compuserve.com 
parities garner respect in our society and are racstuice: 203.432.7158 


rarely labeled alarmists. It’s curious to note | 
that even though this story is old and tired, 
Femail has had an incredible response from a 
lot of designers who are just as tired with the 
status quo. Women still feel faced with an 
infamous and widespread group of male 
designers and feel a lack of representation, 
visibility, and opportunity. Maybe those who 
have written need to take a more active role 
in promoting themselves. ] won't argue with 
this. If (as VanderLans has pointed out) the 
work submitted to Emigre comes chief! 


from men, something is wrong. ESPE JALLY WHEN YOU 
CONSIDER THAT WOMEN DESIGNERS 
OUTNUMBER MEN JN THE PROFESSION. 


Chancing the fate of Lani Guinier and her ill-begotten designation as America’s 
“Quota Queen,” | would like to point out that publishing is not a passive pastime. 
Surely VanderLans does not rely solely on submitted work. He must also actively 
seek and select work. Given this assumption, ] checked out the gender of whose 
work has been published in the last ten issues of Emigre and this is what} 
discovered: #19 75% men; #20 all men; #21 fair representation; #22 all man; 
#23 all men; #24 fair representation; #25 80% men; #26 all man; #27 all man; 
#26 all women; #29 all men. A very convincing case could also be made that with 
a male-dominated contributorship such as this, it's no wonder that more women 
don't write or submit work to Emigre. +9 In some cases | think the fear of being 
labeled a Feminist has also led to negative comments. Ms. Swanlund’s reaction to 
“Feminism” (sce Emigre #28]is common among younger professional women, 
but ] would caution her not to get caught up in semantics. Many have worked very 
hard to make Feminism a bad word. By doing so they have given themselves a full- 
proof means of negating any dialogue on the issue. As inane and childish as it 
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BULLDOZER MAGAZINE, INSIDE SPREAD 


BULLDOZER MAGAZINE, COVER 


PREMIERE ISSUE OF BULLDOZER, REVUE GRAPHIQUE A PARIS 

Bulldozer deviendra votre ami, un ami bizarte, étrange avtant que précieux. Bulldozer est votre 
troisiéme wil. Typography, graphics, literature, painting, poetry, architecture, fashion 

and everything else: La merveilious machine powers through Parisian pop culture and 

art. “Contents may have settled during shipping” does not apply. 


BULLDOZER 
FREDERIC BORTOLOTTI 
68, BD DE STRASBOURG 
75010 PARIS, FRANCE 
TELE. 40 36 12 67 
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THE RED DOZER, POSTCARD 


REMIERE ISSUE OF DAI 

The only graphic design magazine in Russia. “Number 0” of Da! includes "OCR-B in the Russian 
rovinces;" "The Dramatic History of Cyrillic” profiles Ivan Dubasoy, a designer working during Peter 
the Groat's reform: and an article looking at the day-to-day goings-ons of Vladimir Paperny, an ex- 
viet graphic designer now living and working in LA. This issue designed by Viadimir Krichevski. 


Al 
AX TO: SERGE KARPOVICH @ 7 501 923 3926 

R: WRITE C/O VLADIMIR PAPERNY. 10625 MAGNOLIA BLVD 
ORTH HOLLYWOOD. CALIFORNIA 91601 
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DESION A.M. HENDERSON. 


/ 
/ f S | 8) The Walker Art Center, a muSeum of contemporary art. 
/ 


/ offers a 12-month design internship that is a full-time posi- 
tion in the Graphic Design Department. The intern will assist in 
designing exhibition publications, signs. posters, and brochures for 
the Walker's music, dance, film, visual arts, and education programs. 
Individuals with a BFA or an MFA degree in design are invited to apply by June 15, 1994. A stipend 
of $14,000, with a $1,000 travel allowance and benefits, is offered. The internship begins 
September 1. 1994, and concludes August 30, 1995. Please submit a résumé or letter, 10 slides. 
the names of three references, and a self-addressed, stamped envelope for the return of the slides 
to: Design Director, Walker Art Center, Vineland Place, Minneapolis, MN 55403. 
AMEOE /W/POC/D. Job information: 612.375.7588 (voice): 612.375.7586 (TDD). 
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Book Mark 

PORTLAND, 

Art Media 
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Fine Print Distribution 
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Copyright 


Canada 
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FontWorks U.K. Ltd 


France 
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Germany 
BRUCHKOBEL 
Vera Kopp 
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Vonderhoh 


Hong Kong 
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Neo-Vision International 
QUARRY BAY 

Nippon International 
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Italy 
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Happy Books SRL 


Japan 
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The Netherlands 
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Nijhof & Lee 

Island International 
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New Zealand 
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SU PER COL LI DER 


... NOT FRANKLIN NOT | EFFER SON 
WHO SPEAKS FOR AMERICA TODAY 
STRANGE RED-N ECK ED MEN OF IND USTR 
AND THE GOOFS 0 F..SH.OW...BUS.L.NESS 


Of course, we knew it all along. 
but now the underground press agrees with us 


that SU PER COL LI DERis: 


proud, cool minimalism.” cms 


mesmerizing and intriguing.” sasy sue music REVIEW 
~..one cool band!” neckter 


*...L.A.’s phenomenal two-man musical experiment.” A.p. 


..a transmission metaphor for romance gone afoul.” crey city jouRNat 


..a more cerebral type of Nirvana.” rwrortie 
*..humbly transcendent.” orion 


~..fucking excellent!” aur 


~ music of he 21st century, right now!” Loarinc THE Donkey 


a brave experiment which seems to work.” wor 


=..one of the best records of the past year.” THE SPLATTER EFFECT 


*..forging a new musical nomenclature.” ALTERNATive PRESS 


ON EMIGRE MUSIC COMPACT DISCS - $13 


iS OVERNIGHT DELiVerY of vourn Fonts NOT FAST ENOUGH ? 


you CAN NOW DOWNLOAD EMIiGRE FONTS BY MODEM WiTH{N A MATIER OF M al 
(4 . 


NOW SERV IN 


NOW SERVING! iS A NEW SERVICE PROVIDED BY EMiGRE UTiLiZiNG THE LATEST DEVELOPMENTS iN DiGiTAL COMMUNICATION TECHNOLOGY. ~~ iN ORDER 


TO DOWNLOAD EMiGRE FONTS YOU NEED A COPY OF THE SPECIAL COMMUNICATION SOFTWARE (OR FIRST CLASS CLIENT SOFTWARE) WHICH iS AVAILABLE 
FOR FREE. YOU CAN DOWNLOAD iT FROM AMERICA ON LiNE (KEYWORD: EMiGRE), COMPUSERVE (GO:MACCOM) OR RECEIVE A FREE COPY UPON REQUEST 
WiTH ANY EMiGRE PRODUCT PURCHASE = = = ONCE YOU HAVE A COPY OF THE SPECIAL COMMUNICATION SOFTWARE, YOU SiMPLY CALL US TO PLACE 
YOUR ORDER AS YOU NORMALLY WOULD, BUT iNSTEAD OF WAITING TO RECEIVE YOUR FONTS OVERNIGHT, YOU CAN START TO DOWNLOAD THEM WiTHiN AN 


HOUR = = = DOWNLOADING CHARGES ARE #10. (RATE iNCLUDES A COPY OF THE DOWNLOADED FONT(S) ON REGULAR FLOPPY DiSC(S), SENT TO YOU BY 


UPS GROUND DELIVERY AND WILL COVER THE SHiPE ADD ONA M N Din POSTE y HN bb = 
AAA REE 


CURRENTLY THE EMiGRE MODEM SUPPORTS : 14, 0 0 0 B Ps. Ve 4 2 Bis, Wo3) ic B i Se M N Pp 
(eal WE NOW USE THE HAYES OPTiMA 288 V.FC + FAX MODEM WiTH DATA THROUGHPUT CAPABILITIES TO 2310 --4:010 Bit/s 
(230.4 KBiT/S) usins vata comeression. this mooem suppoars V.FAST CLASS (V.FC) FOR 
258:5-8:0;0 BiT/S (28.8 KBiT/S) DATA TRANSMiSSiON; Ui 
CRORES (Gini  Wotir Ss VATS COMPRESS TONS ayWoy= on 
ERROR-CONTROL. THiS PRODUCT iS FULLY COMPATIBLE WiTH THE iNSTALLED BASE OF Vesic BiS lilies 
KBiT/S), V.32 (9600 BiT/S) AND V.22 BiS (2400 BiT/S) MODEMS. 


DOWNLOADING THE SPECIAL COMMUNICATION SOFTWARE FROM AOL OR COMPUSERVE TAKES APPROXIMATELY 30 MINUTES = = = DOWNLOADING THE AVERAGE EMiGRE TYPEFACE PACKAGE AT 2400 BiT/s 
TAKES APPROXIMATELY 30 MINUTES; AT 14,400 BiT/S 7 MINUTES. DOWNLOADING TIMES APPLY TO CALLS WITHIN U.S. ONLY 


“FOREIGNERS MAY DOWNLOAD ANY NUMBER OF FONTS FOR 410. (RATE INCLUDES A COPY OF THE DOWNLOADED FONT(S) ON REGULAR FLOPPY DISC(S) SENT BY REGULAR FIRST CLASS MAIL) 


CREATED AND MANAGED BY TIM STARBACK, A.K.A. EMIGRE ADMINISTRATOR, “NOW SERVING!” ALSO standard slide projectors (possibly fitted with perspective control lenses) linked to a dissolve 


PROVIDES A PUBLIC ACCESS FOLDER FEATURING A SELECTION OF MACROMIND DIRECTOR AND HYPERCARD 


PROJECTS BY DESIGNERS FROM ALL AROUND THE WORLD. 
CURRENTLY YOU CAN DOWNLOAD THE FOLLOWING ITEMS. 


unit, @ basic external speaker system and a ‘touch-screen’ unit. As the piece is intended for pro- 


Jection onto two wails, installation within a wide range of locations would be possible without 
the need for modification of the spaces themselves. Some further textual and graphic material 


would also be added to the projection surfaces. 


SUPERCOLLIDER “DUA! 


Created by James Towning and Resource (a Columbus, Ohio based multi media design company), 


The material that you can download comprises of samples of a larger installation project. A full 
disk version of the project is available by writing to; Subterrain, 105 Bromham Road, Bedford, 
this is an interactive promotional clip featuring short demos of all tracks featured on Super- 
Bedfordshire, MK40 48S, England. 
collider's second album “Dual.” 
NS OF TVPE 


Years before the word multi media became a household word within graphic design, Zuzana 


n.n., is an “anonymous electronic magazine fea- 
Licko had already created her first HyperCard stack. In 1989 it won first place in MacWorld’s an- 
turing contributions by musicians, artists, writers, 
nual "Macintosh Masters Art Contest” scoring in two categories; “Most Artistic Stack” and “Busi- 
scientists, cooks, architects, composers, designers 
ness and Informational Graphics.” 
=. with music, words, comics, fonts, drawings, 
The Hypercard stack features animated type illustrations and includes screen samples of most 
speech, songs, movies, photos, plays, stereo pic- 
available Emigre fonts. 
tures, all anonymous...all copyright-free.” 


Although n.n. issue 1 doesn’t deliver all that is 
TYPE SAMPLER 
promised in it’s promotional material, it is def- 


This disk includes sample font files in Emigre's Macintosh Postscript | format, containing a mix- 
initely a great start of what can become the mag- 


ture of characters from various Emigre Fonts. You may wish to test font installation with our type 


azine format of the future. 


sampler to verify font compatibility with your computer system. 
If you would like a “hard cover” (left) version of 


n.n. please contact n.n. edition, at: 
BIG CHEESE SAMPLER 


A very snazzy MacroMind Director clip created by Bob Aufuldish showing all Big Cheese illustra~ 


Gaus Strasse 20, 40235 Dusseldorf, Germany. 


tions in various compromising positions and colors accompanied by a post-industrial custom 
THE PASSAGEN PROJECT BY SUBTERRAIN oe Ss ee 


made soundtrack. 
The Passagen project was first shown at the Watershed Media Centre in Bristol, England towards 


the end of 1993. It was commissioned and funded by the Arts Council of Great Britain as part of an 


CAL ARTS PROMOTIONAL 


Created by Cal grad Jennifer Engelmann Moody this MacroMind Director movie about the Cal- 


exhibition designed to underpin and provide a focus for some of the debates arising from the Na- 


tional Photography Conference which ran concurrently at the Arnolfini Gallery. The work was orig- 


ifornia Institute of the Arts in Valencia, California, is used for promotional purposes and send to 
inally developed on a collaborative basis from an idea by Paul Romans which had previously " ee 


high schools, etc. 
manifested itself as a Hypercard based Fine Art degree submission in 1989. The Passagen project 


(incorporating in its title a reference to Walter Benjamin’s “Passagen Werk") localized and de- 
CURRENTLY, ALL OF THE ABOVE PROJECTS CAN BE DOWNLOADED FOR FREE, UNTIL FURTHER NOTICE, 


IF YOU HAVE ANY MACROMIND DIRECTOR OR HYPERCARD PROJECTS THAT YOU WOULD LIKE TO SUBMIT 


veloped some key themes inherent in this piece as well as shifting the means of production from 


Hypercard to MacroMind Director software. FOR POSTING ON THE EMIGRE NETWORK, FEEL FREE TO SEND US A COPY FOR OUR PERUSAL. YOU CAN SEND 
Since the Bristol showing, the piece has effectively been rebuilt by Subterrain in response to Us YOUR PROJECT ON DISC OR YOU CAN UPLOAD IT. 


some of the technical and formal difficulties arising from the initial installation. Although the 
work is still a Macintosh-based interactive structure, its dimensions have been expanded to in- THE FULL EMIGRE CONFERENCE 15 ALSO CARRIED ON DESIGNLINK, A SAN FRANCISCO FIRSTCLASS BBS 

DEDICATED TO THE GRAPHIC DESIGN COMMUNITY. ACCESS NUMBERS: MODEM (415) 241 9927 / (510) 933 
9876 / (510) 845 4187. VOICE (510) 930 6746. OR CALL “NOW SERVING!” FOR THE SETTING FILE 


corporate additional sound and textual material. On a technical level, the work has been gener- 


ally reconceptualized to allow for more flexible installation possibilities. 


At its most basic, the Passagen project could exist purely on a Macintosh computer housed within EMIGRE NOW ON THE ONENE’ 
a generic space. Ideally the project would incorporate a ‘data’ projector (standard video pro- ASK YOUR LOCAL ONENET PROVIDER TO CARRY THE EMIGRE CONFERENCES. 


Jectors do not allow the user to also interact with material as it appears on the monitor), two 
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